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Cultural Regeneration in Ballymun:  
The Politics of Urban Memory and Socially 

Engaged Arts’ Practice. 
 

Introduction 
 

 
“I’m looking at the river, but I’m thinking of the sea” (Randy Newman, September 

1977, Warner Brothers Records) 
 

My interest in the arts and ‘cultural’ development within Ballymun has been 

cumulative. I have grown up with it to some extent, and voluntary involvement in a 

number of visual arts projects through the Community Arts Factory1 and the BRYR 

Outreach Street Art Programme2 has coincided with the last 5 years of physical 

regeneration.  

 

In terms of this thesis my original interest stemmed from a desire to explore an area of 

creative practice that I considered to have strong roots in a perspective for social 

justice – the use of the arts in socio-economic development. Through it I hoped, at a 

very practical level, to investigate more comprehensively how this area of socially 

engaged practice works. Dan Smith, Senior Lecturer in Art Theory at Chelsea 

College of Art defines such practice as: 

“ an enquiry into how art fits into and interacts with the social structures that 

surround and define us.” 

http://utopianimpulse.blogspot.com/2006/09/bibliography-for-stg-1-lecutre_27.html 

                                                
1 A 2nd Chance Education Programme in Ballymun. Projects: Five Painted Windows (2004) for aXIS 
Arts and Community Resource Centre Creche, Visions of the Box (2005) for Concrete News, Baille 
Munna - Baille Mna: waiting for a place of their own, (2006) (Hoarding Mural, 160ft x 12ft), Dancing 
Not Walking, (2007) a mural for Margaret Aylwards Community School Hall (16ft x 8ft). 
2 Ballymun Regional Youth Resource (BRYR): Street Musician in Art in the Park Project – Shangan 
Park (2008). 
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In reality, I had come to broadly accept the almost social care remit for socially 

engaged practice that I had seen in Ballymun, in which engagement by artists was 

narrowly contained within various formats for community participation. If, as Albert 

Camus3 asserted, we, as a collective of individuals, are defined by what we say ‘no’ 

to, perhaps equally, we are undermined by that to which we have said ‘yes’. I came to 

understand that Participation, as a key element of socially engaged practice in 

Ballymun, required critical examination. 

 

Throughout the research into community-based practice and public art programming, 

the question increasingly turned to what social end does this particular kind of 

engaged practice really serve. I was challenged by the discovery that there was a 

serious lack of theoretical evidence to support the therapeutic use of arts at a 

community level to promote social inclusion, or quality evaluation of community-

based practice. These two problematic aspects are at the centre of a wider discourse 

on a strain of arts practice that is driven by the modes of thinking absorbed from the 

current ideology of urban redevelopment.  

 

In terms of creating cultural identity there are much more significant forces at play 

than the arts. Whether it is the dockland tenement, or the Connemara steading culture 

is much more defined by geography, housing demographics, the means of economic 

survival, or proximity to major transport systems 4 than the creative energies and 

outputs that emerge from those circumstances. Nevertheless, in Ballymun, 

                                                
3 Camus was a French existentialist philosopher who explored the role of the outsider in a number of 
texts particularly in The Rebel, 1951, translated by Anthony Bower and re-issued in 1991. 
4 The long standing bus connection between Ballymun and the city centre, which, in the past, has often 
been under threat of withdrawal  because of Ballymun’s real economic disconnection with the rest of 
the city. Its defense has been a regular feature of local struggle involving a developed alliance between 
residents and local members of the Bus Workers’ Action Group. 
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development agencies and managerial bodies have been in the forefront of asserting 

the role of the arts in cultural regeneration there. In one respect this thesis is an 

examination of what that role actually is. At times I have found it difficult to define 

the realm of the arts simply because its role has been woven so comprehensively into 

everything from mental health treatment to care of the environment. The arts also has 

to answer to the charge that it has been absorbed, arguably, into mediation, mis-

articulation and perhaps manipulation of the community voice.  

 

In Section 1, I include an account of the largely agreed history of the estate leading up 

to the ‘regeneration’ programme. That history contains elements of Compassionate 

wounding, meaning the capacity of the state to further alienate marginalized 

communities through urban planning strategies, that are particularly significant in 

understanding the conditional acceptance by the community of the agency charged 

with its regeneration. The notion of ‘cultural regeneration’ reflects a critique of the 

community it is trying to change, however masked by the utilitarian language of 

‘response to issues’ that surrounds it. ‘Regeneration’ has, inevitably, become a battle 

ground for political, economic and social debate not because it contains a general 

desire to find longterm solutions to real social problems, achieve economic 

sustainability and staunch the seemingly endless drain on public resources, but 

because it is at the point of interventions toward that end that we uncover rival claims 

to ownership of the development agenda. In this case we have a community that is 

demanding much greater control over the shape of its future than it is being offered. 

This is both an ethical question and a practical one. Regeneration that is not rooted in 

the aspirations of the community is doomed to failure. 

 



 4 

Section 2 traces the development of the state and local authority policy environment 

in relation to ‘cultural regeneration’. I acknowledge the impact of culture-led 

regeneration but most specifically deal with policy relating to the redefinition of 

culture in an area, and from which the role of the arts in Ballymun has emerged. 

Principally these revolve around a belief that the widest possible level of arts 

participation will improve social connectedness and a healthier community. I consider 

the theoretical foundation for that belief and the various critiques of participation that 

challenge the apparent consensus around so much community based practice, and 

begin to indicate some of the ways in which those arguments should inform practice 

in Ballymun. As an artist, maximising participation as a means of establishing 

connectedness to a particular vision of regeneration is niaive and superficial. It is 

circumscribed, and, as such limits the capacity for artists to explore alternative terms 

in which that engagement could take place. 

 

Section 3 Evaluation is a corrective instrument of management, or the mechanism 

through which you attempt to measure whether you are meeting your objectives 

within any project or programme. I give an overview of evaluation across the sector 

interwoven with an account of evaluation practices at work in Ballymun in relation to 

the main agencies responsible for arts development: BRL and Breaking Ground, the 

per cent for art programme, the District Council and aXIS, the Arts’ and Community 

Resource Centre, and other bodies, including the Regional Youth Service, who 

provide youth arts programmes. Evaluation practices are generally poor and only 

aXIS seems to be really working toward a culture of meaningful evaluation at a 

project level. I suggest that this seems to have been a result of the lack of pressure 

from internal structures for accountability, but it is significant also because, in its 
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absence, it has been possible to impose a particular narrative of development upon 

interventions and sustain it without fear of challenge from community activists, 

whose conflicting ethical and political perspectives remain consistent with past 

experience. Better systems of evaluation with a more public dimension would not 

only require the clear stating of objectives but open them to greater challenge.  

I have drawn on the views of those working in the arts and development sector in the 

area including direct disscussion with activists who have expressed a view on current 

cultural regeneration policy in the locality and its effects. The section is also informed 

by critical feedback from a series of questionnaires, interviews and other sources 

relevant to Ballymun. The questionnaire and contact list is included in appendices.  

 

Section 4 examines the role that urban memory plays within a community in relation 

to conscious and, perhaps unconscious, resistance to specific aspects of regeneration 

policy. Memory has an engrained power and represents a potential fault line between 

the community and development narratives that the development process has 

attempted to bury and remould rather than accommodate through real democratic 

inclusion. The arts is being used in an instrumental fashion on two levels. One, of 

course, is through establishing by any means connectedness and participation. The 

other involves mainly, but not exclusively, the Public Art programme, ‘Breaking 

Ground’. I demonstrate that its resources, energies and opportunities have been 

largely directed towards moulding community consciousness through a call to a re-

envisioning of the future, a future whose terms of reference are enshrined in the 

redevelopment masterplan. 
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Section 5. Attempts to define my own perspective in recognising alternative 

relationships for artists with the Ballymun community. Central to that is a more 

authentic celebration of the diversity of community voices involving both a sense of 

where it has come from and where it wants to go. This requires a reversal of the 

tendency toward centralisation of funding and control. I argue that artists can play a 

role in addressing the unequal power relations and democratic deficits within 

Ballymun and see parallels for that within the structures proposed by activists for 

control of community facilities.  
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Sect 1.     Ballymun: Compassionate Wounding 
 
 

“Please tell me you’ll remember, 
No matter how much I do wrong 

That I had the best of intentions all along.” 
 

(Travis Tritt, Best of Intentions, 2000, Sony BMG). 
 
 
 

The Historical Context. 
 

 
Like all housing developments, Ballymun came into being in a particular socio-

political context; its construction being a direct response to the decline in the 

condition of inner-city housing. The collapse of tenement buildings in Bolton St and 

Fenian St, in 1963, and the resultant loss of life caused a public outcry and the 

government pushed forward, and perhaps rushed through their plan to build a new 

estate on the site at Ballymun. The plan drew heavily on the vestigial aspirations of 

architectural Modernism as providing a quality and low cost answer to contemporary 

housing problems. As a classic high-rise development, buildings were interspersed by 

the familiar ‘rivers of green space’, (Finkelpearl, 2000, pg 12). However, as in Pruitt 

Igoe, the infamous estate built in St Louis more than a decade earlier5, and in many 

other places, that green space in Ballymun would ultimately become more notable for 

being “strewn with broken glass and trash” (Finkelpearl, 2000, pg 12), and much of 

the blame for the estate’s failure would come to be similarly placed with the catalogue 

of social problems attached to tenants who were judged to be ill-prepared to 

appreciate the quality of their surroundings. (Finkelpearl, 2000, pg 12).  

 
We can identify 1968 as the year in which a demand for social equity gathered critical 

momentum across America and Europe, and artists further developed the platform 

                                                
5 Pruitt Igoe was built in 1955. 
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and prospectus of ‘community arts’ as an engaged social critique, but also, and rather 

sadly, as the year in which the first hopeful tenants from Dublin’s inner-city slums 

received keys to their new apartments in Ballymun. The words of one tenant from 

East Harlem, a generation before, would subsequently come to echo with equal force 

through the estates beyond the Ballymun Roundabout.  

 
“ We don’t have a place around here to get a cup of coffee or a newspaper even… but 
the big men come and look at the grass and say, isn’t it wonderful. The poor have 
everything now!”  
 
(Finkelpearl, 2000, pg 16). 
 
 
In 2005, The Centre for Cultural Policy Research at Glasgow University, (Boyle and 

Rogerson, 2005) issued a comparative study of the impact of Third Way Urban 

Policy, focusing on 2 communities, the Gorbals in Glasgow and Ballymun in North 

Dublin. In exploring the development of both neighbourhoods they identify the 

importance of what they call ‘histories of compassionate wounding’, a concept 

originally used by sociologist, Richard Sennett, in Respect (Sennett 2003), in which 

he visited Cabrini Green, a Chicago housing estate with a similar aspirational history 

attached to it when it opened in 1942, but that had subsequently become one of 

America’s most degraded neighbourhoods. They detected that Pruitt Igoe, Cabrini 

Green, Ballymun and the Gorbals in Glasgow, all flagships of restorative social 

justice in their inception, had succumbed to becoming de-humanised ‘sink estates’ 

partly as a consequence of civic mis-management. By ‘compassionate wounding’ 

Sennett referred to the capacity of the state, not always to appreciate the full 

consequences of their interventions, and, in spite of its best intentions, to further 

alienate already marginalized communities. For Boyle and Rogerson, the concept of 

‘compassionate wounding’ added an important dimension to understanding the 
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histories of Ballymun and the Gorbals and the injuries sometimes inflicted by urban 

planning.  

 
The failure of Ballymun is accordingly no longer viewed in architectural terms, but by 

failures, on a whole range of fronts involving the progressive collapse in 

infrastructure. 

 

• The failure to deliver services to match the scale and pace of the initial 

housing development.  

• A failing economy created a major unemployment black spot in Ballymun 

(upwards of 70% at one stage, but always 4 times the national average).  

• The ideologically driven National Surrender Scheme in 1985, offered      

Ir£5000 to tenants to encourage them to give up public housing, which 

encouraged the large-scale departure of tenants with skills in Ballymun. In 

1985 alone, almost 50% of the total housing stock6 was re-let. (Somerville-

Woodward, 2002 pg 52)  

• With this selective culling, income levels dropped and services in the area 

deteriorated further. Vacant houses became vandalised and squatting rife.  

• Local authority letting policies increasingly ghetto-ised the area leading to 

high-densities of young, single parent families, of tenants with ‘troubled 

histories’ or mental health problems.  

• The failure to respond adequately at a national level, or support the efforts of 

communities themselves, to the rise in drug use including a wide range of 

prescription drugs as a feature of poor housing estates.  

 

                                                
6 There were 1171 new lettings in 1985. 
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Of course, to recount what was done to these communities is to acknowledge only 

their collective victimhood, omitting the extent to which they responded to that 

circumstance and emerged with different levels of vitality.  

 
“The story of working class communities is not solely one of dereliction, desperation, 
deprivation and decline, but also one of determination, dignity, diversity and 
development”.7 
 
Patricia McBride Eneclaan, community historian 
http://www.iol.ie/~mazzol0di/toolsforchange/ballymun.html 
 
   
In the Gorbals, Boyle and Rogerson found a community so broken by successive 

failed interventions that it seemed incapable of any unified response, only 

consolidating fragmentation and a sense of demoralization. In Ballymun, on the other 

hand, neglect had provoked the development of a sophisticated network of 148 active 

community groups who came together in a Community Coalition. (Boyle and 

Rogerson, 2005. pg 8) Amongst many campaigns they organized the repeated defense 

of transport services to the area, set up a community controlled job centre and Credit 

Union, took on the Bank of Ireland when they attempted to withdraw the only 

banking service to the area, set up a parent led training intervention and youth focused 

response to growing drug problems – Urrus and the Youth Action Project (YAP), and 

ultimately the controversial Concerned Parents Against Drugs, (CPAD) which 

attempted to confront and remove known drug dealers from their block complexes.8 

  

Boyle and Rogerson stressed that Ballymun residents had demonstrated their 

capacities in face of past systemic failure, and they had the moral authority to demand 

ownership of the development agenda and determine the form of their social and 

                                                
7 Eneclann organized an Oral History Project in Ballymun in 2000 
8 Dean Scurry referred to this campaign at the May Day Conference, Changing the Story, Ballymuns 
high rise design made it impossible to target individual tenants within a block, 
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cultural future, given the potential for further ‘compassionate wounding’.  (TWUP, 

Boyle and Rogerson, 2005. p8) 

 

The ‘Third Way’ Approach to Re-development. 

 

The scale of the regeneration project in Ballymun is attributable to the financial 

success of the ‘Celtic Tiger’ economy during the 1990’s, and the socio-economic 

inequality that existed in blackspots challenging Sean Lamass’s9 assertion that a 

‘rising tide raises all boats’. Ballymun exemplified the growing gap between rich and 

poor at a time when the Irish state was perceived to have the resources to do 

something about it.  

 

The reconstruction programme is probably the largest Ireland will ever undertake, and 

openly includes a perspective for community, cultural and economic regeneration in 

response to three generations of poverty, high uneployment and the consumate 

rejection of models of educational achievement10 that offered formal access without 

real equality of opportunity. The implementation of such commitments represents an 

attempt to re-model not just concrete space but socio-cultural values. It was presented 

as an indication of Ballymun Regeneration Ltd’s (BRL)11 commitment, in this 

respect, that the first major public building completed, the flagship of regeneration, 

                                                
9 Sean Lamass, Fine Fail, Taoiseacht 1959-1966. 
10 At that time Ballymun had the highest levels of early school leaving in the state with only something 
like 23% of school children staying on beyond Junior Cert, as opposed to 75% as a national average. 
There was virtually no entry to 3rd level education from the area despite being on the doorstep of DCU. 
11 BRL is a separate Ltd Company set up by Dublin City Council and the Dept of the Environment and 
Local Government in 1997 and charged with the regeneration of Ballymun. It delivered its Masterplan 
for the area in 1998. 
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was the aXIS Arts and Community Resource Centre, opened in 2001 as an umbrella 

for the arts and community agencies.12  

 

 A number of dilemmas existed for those charged with the ‘re-generation’ of 

community that, in many respects, did not apply to the physical reconstruction of an 

estate of some 2 square miles13. The architectural team were in the position of starting 

with a blank sheet of paper. The rebuilding of ‘social and cultural capital’ involved 

unravelling and re-constituting a multi-layered prospectus locked into existing 

propensities, one where conflict is ‘contingent upon who has ownership of the local 

social capital agenda’. (Boyle and Rogerson, 2005, p2.) 

 

They place the cultural regeneration process in Ballymun within the ethical agenda of 

‘Third Way Urban Policy’ in its approach to entrenched poverty and exclusion from 

mainstream economic activity. Third Way Urban Policy is so called because it rejects 

both the Keynesian and Neo-liberal economic models, the former because of its 

complicity in founding and sustaining a welfare-based culture within sections of the 

community, and the latter because of the failure of the free market to effectively close 

any gap between wealth and poverty. Essentially it is a model of community 

                                                
12 The provision of an arts centre was a direct response to demands from activists in the area and they 
were centrally involved in securing the required funding by intensive lobbying of government 
departments, although there was disagreement ultimately over the form in which that centre was 
ultimately delivered. Many were disillusioned by the fact that arts and community representatives had 
been given a commitment to separate buildings, and that, even after the initial plans had been drawn 
up, the development continued to require further compromises in face of fiscal constraints, with the 
exhibition area ultimately emerging as little more than a corridor between office space and the dance 
studio. 
 
13 Although Ballymun does have an area of 2 squ. miles it was divided into 6 different areas for re-
development purposes, which allowed BRL to largely avoid the environmental impact study process, to 
some extent, or provide a major platform for forces opposed to the specifics of the redevelopment plan. 
It did have the counter productive effect of feeding the suspicion that BRL, as an agent, was 
intrinsically duplicitous and disinterested in real public scrutiny or engagement. 
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management, wherein terms such as ‘community’ and ‘ obligations of citizenship’ 

have become tools in efforts to restore social and economic connectedness.  

 
“The most fundamental objective is to lift local residents out of welfare dependency, 
to reposition communities back inside the market economy, and therein to create 
sustainable communities.”  
 
(Boyle and Rogerson, 2005, p8) 
 
This agenda is at the heart of present controversy in Ballymun. Underpinning it lies a 

belief in the idea of a ‘morally commendable and sustainable culture’, and 

‘sustainable community’, that is rooted in traditional notions of work, (Boyle and 

Rogerson, 2005, p4)  potentially further stigmatizing the most vulnerable in deprived 

communities if they continue to fail to escape ‘dependency’. Furthermore, it raises the 

expectation that ‘worthy’ communities can be externally invented through socio-

cultural intervention, and regardless of whether those strategies are authentically 

rooted within those communities themselves.  

 
Alberto Duman, (2008) in one of the Research papers for the recent ‘Art in a Life 

World’ Conference, makes clear reference to the issue. 

 
‘Regeneration aims to change the ‘mindset’ and ‘behaviour’ of residents, 
to improve their effectiveness in creating capital and growth in order to 
reduce what is seen as a dependency on state provision.’  
 
(Alberto Duman, Research Paper for ‘Art in the Life World’ Conference, 2008, p.2 citing 
Landry, C, 2000)  
 

In the Strategy Document Per Cent for Art Commissioning in Ballymun, 2001 –2011 

(pg 8), Aisling Prior lists as one of the key areas where the arts converge with the 

aspirations of the Ballymun Masterplan for Regeneration, ‘to contribute to the move 

from a dependency mode to one of self-motivation.’  
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It has been a feature of similarly stressed communities that its association with a 

catalogue of economic and social problems has led many to attach a largely 

negative spectrum of values to its tenants. In as much as the former association 

provides the focus for current re-development interventions it is the latter 

attachment that underpins much of its cultural strategy. 

 
“Perceptions will shift and change as to who is actually benefiting over 
the coming decade, but all agree that change in the broadest sense, is 
inevitable”.  
 
(Aisling Prior, 2001 –2011.pg 1) 
 
“One could even argue that often the emphasis of regeneration 
programmes is actually less placed on the relationship with the existing 
‘community’ and instead privileges the clearing and setting up of new 
continuous spaces aligned with the current modes of consumption; it is 
those new classes coming in who are the focus of the catering system of 
regeneration projects, rather than those already in place”.  
 
(Alberto Duman, Research Paper for ‘Art in the Life World’ Conference, 2008, p4). 
 
 

         
There are those, such as Mark O Brien, aXIS outreach Director, who argue that the 

regeneration process is restoring the communities relationship with the local 

authority, (Interview) but many activists remain deeply suspicious of the ‘good faith’ 

behind all interventions by the state and its agents, detecting similar surgical 

intentions toward local culture as to the built environment. What they identify, as at 

the heart of that culture, is their communities proven capacity to defend itself, rather 

than any publicly perceived tendency to self-harm, which they regard as symptomatic 

of managerial neglect. The state’s commitment to social equity is seen as conditional, 

and dependent upon the capacity to deliver a re-vitalised local economy in face of a 

collapsing banking system. 
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What they actually fear is that the urgency to press ahead with the ‘regeneration 

agenda’ has been seen to require a more manageable community, one wherein 

capacities for opposition, or delaying schedules has been brought to harness. This 

perceived need has created its own dynamic in terms of approaches to consultation 

and engagement with the community, influencing even the style and delivery of 

public art programming. Inclusion is, from this point of view, seen as an arm of 

subjugation.  

These issues will be further addressed in Section 4.  
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Sect 2.  Plotting the Landscape. 
 
 

“The conscious and intelligent manipulation of the organised habits and 
opinions is the most important element in democratic society.”  

 
(Edward Bernays, Propaganda, 1928. Horace Liveright, Newyork) 
 
 

The Origns of Policy 
 
Globalisation has been charged with many things, including the shift toward new 

technology and information services that have shaped the growing cultural sector 

within the world economy.14 The needs of the urban environment have changed. 

Eighty per cent of Europeans live in densely populated urban areas but live lives that 

are no longer linked to the kind of industrial society that needed large and adjacent 

concentrations of labour and brought those environments about. Developing new 

formats for urban space and responding to new patterns of economic and commercial 

development requires the management and containment of social forces that arise 

from the redundancy, displacement, migration and sometimes marginalisation of 

sections of society. Managing these social forces has become a central concern of the 

political superstructure. 

 
“as the state of the world’s cities demonstrates, global urban change is now 
characterised by alignments of economic and social with cultural forces.”  
 
UN Habitat report (UNCHS, 2004) 
 
 
Globalisation has equally transformed the nature of governance. It is no longer a 

narrow centralised instrument identified with the traditional nation state. Increasingly 

it involves a multi-layered network of policy responses to issues that are no longer 

seen as unique or local. Modern governance involves systems of control that operate 

                                                
14 Although there wide agreement on the scale and new importance of the cultural sector in the world 
economy it is difficult to properly quantify because the statistical records of nation states (even within 
the EU) are based on different definitions of the sector, some including tourism and sport, others not. 
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across different economic sectors and areas of social administration and even national 

boundaries, reflecting the predominant structures of global control and influence. 

Similar policy responses dealing with marginalisation and ‘social exclusion’, and 

characterised by the merger of so much cultural and urban development policy in its 

approach, have thus extended throughout Europe.  

Social cohesion is defined by UNESCO as:  

 
“ the capacity of a society to ensure the welfare of all its members, minimising 
disparities and avoiding polarisation.”  
 
ERICarts, European Institute for Comparative Cultural Research, (p.1) 
www.ericarts.org/web/files/104/en/socialcohesion.pdf 
 
 
The first attempts at applying a response to ‘social exclusion’ that involved both  

cultural and urban re-development approaches occured in the disadvantaged housing 

estates around Paris in the mid-eighties, (Stevenson, D (2004) cited by Evans, (2005, 

p9)), and that experience provided a foundation for cultural and urban development 

policy throughout Europe, at least in terms of trying to outline the objectives of 

‘regeneration’. ( Vickery, 2007, p40) The New Labour administration in the UK has 

been most identified with developing the link between cultural policy and the delivery 

of social cohesion, but it has been absorbed into Irish social policy and provides the 

policy landscape for everything happening in Ballymun.  

 
Whatever the usefullness of that merger it has introduced a web of purposeful  and all 

encompassing but rather nebulous definitions into planning policy frameworks. 

UNESCO defines Culture as:  

 
“The set of distinctive spiritual, material, intellectual and emotional features of 
society or a social group that encompasses in addition to art and literature, lifestyles, 
ways of living together, value systems, traditions and beliefs.”  
 
 UNESCO “Universal Declaration on Cultural Diversity” (2002).  
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http://www.unesco.jp/meguro/koen/dec-cul.divis.htm 
 
More locally we have this definition of culture from a document by the Department of 

Health on the Travelling community. 

Culture is, “the package of customs, traditions, symbols, values, phrases and other 
forms of communication by which we can belong to a community. The belonging is in 
understanding of the meanings of these cultural forms and in sharing values and 
identity. Culture is the way we learn to think, believe and do things.” 
 
The Dept of Health and Children, National Strategy Document, 2002 – 2005 p14 on Traveller Health. 
 
 
Considerations of ’quality of life’ and ‘human dignity’ have entered every discourse 

about social and urban policy and community strategy, and the language of social 

planning has been absorbed into the vocabulary of public art practice. Amorphous 

terms like ‘urban renaissance’ and ‘well-being’ have become central axes of policy 

development. (Vickery, 2007. p9) What we needed within this emergent policy area 

was a strong theoretical foundation and a scientific approach to developing 

methodologies and evaluation. The fact that we didn’t get that says a lot about the 

ideological nature of so much policy in the area of cultural activity and community 

development. Francois Matarasso, a writer and researcher with a background in 

Community arts emerged with an influential report that appeared to provide us with 

comprehensive evidence of the positive social impact of participation in the arts. It 

laid the foundations for the kind of instrumental arts practice that we see in Ballymun 

and usurped the ideological ground on which socially engaged arts practice had stood 

on up to that time.  

 

The Matarasso Effect. 

 

Francois Matarasso ‘s influential report, ‘Use or Ornament, The Social Impact of 
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Participation in the Arts was published in 1997. While earlier studies of this type had 

received little recognition, his quickly established a near-consensus in Britain, 

certainly among policy-makers at the heart of New Labour. It was attractive because 

it replaced the begging bowl relationship between the state and the arts with one of 

instrumental service, suggesting that the arts could have a positive effect on social 

cohesion and the creation of healthy communities, and on that basis it has now 

developed an elevated role across an expanding range of policy initiatives. 

Nevertheless serious questions remain about the quality of the research and the 

methodology that Matarasso used, and whether it provides any real answers to 

questions like, “Why, with whom and in what way does such practice work?”  

 

Paola Merli, at the University of Leicester, presents a comprehensive critique of 

Matarasso’s methodology (2002) challenging the idea that any generalised 

understanding of the impact of the arts could properly be drawn from his research, 

essentially a 24 question survey with only 3 possible responses (yes/no/I don’t know) 

that went out to participants in 60 projects involving dance, music and the visual arts 

and sited in both rural and urban areas. I include 3 examples amongst the many cited 

by Merli that hopefully illustrate the weakness of the evidence. 

 

“Was being able to express your ideas important to you?” “Was doing something 

creative important to you?” and “Since being involved did you become more confident 

about what you can do?” (Matarasso, 1977, p.101)  

 

Respondents, she suggests, would always be inclined to answer “yes” to such 

questions to protect their sense of self-worth and refers us to Bourdieu. (1979) 



 21 

 
“ if one is not careful, one may, as many cultural surveys have done, produce 
declarations of principle which correspond to no real practice.” 
 
Bourdieu, P. (1979), Distinction. A Social Critique of the Judgement of Taste.  

 
 

Equally, of the various projects studied, only 25% of the questionnaires were 

returned, further undermining an already weak basis for generalisation. She also 

argues that Matarasso’s work not only failed to validate the use of participatory arts as 

a means of transforming the culture of communities, but endorsed a traditional and 

establishment vision of culture and values that the horizons of the poor should be 

widened through. (Matarasso, 1997, p.16) She quotes Andrew Sayer’s observation 

(1992, pg 254) that, even if traditional arts are mind-broadening they do little to 

change the world in which ‘new mind sets’ must survive. 

 

Willie White of the Project Centre in Dublin made a similar point in an article for the 

Irish Times.  

“ The arts might give people a voice. The arts might distract them from their 
problems. But if communities are grappling with problems of literacy, health or 
social services, the arts can’t address that. We need to look at the UK and their 
experience of instrumentalisation under Blair, where it has distorted artistic 
practices. The arts are not a panacea for social problems.”  

 
Willie White, Project, Irish Times, (2008) 
http://www.irishtimes.com/newspaper/features/2008/0303/1204240426608.html 
 
 
The final charge against Matarasso’s influence is that he has undermined the 

commitment of community arts objectives and methodology to bottom-up practice. 

Social stability has replaced social justice as the over riding purpose of his vision of 

wider participation.  

 
“While the former (role of community arts) was directed to the expression of 
conflicts, Matarasso’s vision is directed to social stability obtained by means of 
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“peaceful” popular consensus, the underlying inspiration seemingly being that 
whereas the rich are doing the “right” things, the poor should be soothed 
through “therapeutic” artistic activities. While in the seventies the aim (of 
community arts) was emancipation and liberation from any form of social 
control, also (and above all) by means of artistic creativity, in the revival of 
interest in participatory arts advocated by Matarasso the aim is the restoration 
of social control using the same tools, although otherwise directed”.  

 
Merli, P (2002)  
 
 
Participatory arts practice has offered ‘political’ promise in helping to develop a 

social consensus around development objectives in Ballymun and it has met with a 

relatively generous response in funding. Not least amongst those objectives is the 

attempt to use participation to replace the culture of ‘rights’, (predominant within 

communities abandoned to welfare) with one based on ‘personal development and 

responsibility’.  

 
Participation or Subjugation 

 
Claire Bishop, (2006) has argued that socially engaged practice is no longer subject to 

critical examination beyond the terms of process, seeing this as a consequence of the 

transfer of power from critics to curators, project and event managers over the past 

twenty years and reflecting their mediating, rather than critical, role.  

 

In drawing on the critique of participation by Derrida, (2006) she points out that in 

legitimising participatory arts practice as a form of social bonding we have avoided 

any debate about who it serves in any particular circumstance. Participation drives 

everything from reality television to schemes to improve workforce morale. Dave 

Beech (2008, p.1) identifies this as demonstrating the “declining ambition for the 

politics of participation”. In Ballymun the opportunities for participation are largely 
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prescribed by statutory curatorial structures such as ‘Breaking Ground15’. There is 

little room for any critical practice to survive. 

 

Nevertheless, not all artists have felt compromised by their relationship to funding. 

Local artist, John Duffy, looked back on his time as a collaborator and street 

representative for Jochem Gertz’s commission for Breaking Ground, ‘Amaptocare’ 

saying:  

 
”I was used as a tool in the strategic approach of the project. I understood that 
at the time. I also used them as a learning platform and the biggest outcome for 
myself was the fact that I realised I’m a painter and visual artist not a 
conceptual artist and not a salesman.”  
 
(Email correspondence with John Duffy) 
 

Others like photographer, Frank Scalzio, with a strong activist background have felt 

required to distance themselves from funding structures, believing that, despite the 

humanistic and democratic promise of participation, the specific terms in which one 

can participate in Ballymun effectively neutralises the participant, denying them any 

capacity to criticise.  

 
”Participation often neutralises the individuals it brings into art, but it also 
neutralises cultural conflict more generally by presenting itself as a viable 
alternative. As such, even though a very small number of people actually 
participate in these works of art, the rhetoric of participation neutralises 
everyone nonetheless”.  
 

(Dave Beech, 2008. p.6.) 

 

This would not be so significant in Ballymun were it not the case that arts funding has 

become largely centralised. It comes through three related channels: Breaking 

                                                
15 Breaking Ground is the per cent for art programme funded by the Department of the Environment. 
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Ground, the aXIS Centre16 or directly through Dublin City Council. Local artist, 

Paddy Kavanagh, argues that it is impossible to remain critical of the role of 

‘Breaking Ground’ and receive funding from them. Despite this he is one of a few 

artists who have retained some capacity for independent organization, funding 

exhibitions and events through his own advocacy, e.g.,’ Now and Then’, Axis, 2007,17 

and Sceal Eile,200818. 

 

Participation is the single most important mechanism through which the processes of 

statutory power gain endorsement and to which arts practice in Ballymun has become 

intimately connected. 

 

Identity and a Culture of Opposition 

 

The right to cultural determinism has become one of a number of issues central to 

new interpretations of democracy, and policy frameworks in this regard defend the 

interrelated economic and social rights of minorities that include groups defined by 

ethnicity and religion, young people and sexual orientation. They do not specifically 

include the diverse communities of the poor. 

 

I included the 2nd definition of culture, (above) from a report on Traveller Health, 

principally because it seemed more pertinent to Ballymun and those diverse 

constituencies of the poor, and to remind me that definitions of culture are indeed 

inclusive by their very nature, but there is a reality behind that notional inclusiveness 
                                                
16 AXis receives its core funding from Dublin District Council although it has its own Board and 
Directorate. 
17 Now and Then was a group show whose theme emphasized reflection on the past rather than the 
future as is often the case in institutional exhibitions and events in Ballymun. 
18 Stories collected and installed in new Health Centre through audio, carved and printed form. 
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in which identity and values, within a context of marginalisation, are inexorably 

drawn toward a culture of opposition.  
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Sect 3. Chasing the Dragon 
 
 

“It is difficult to get a man to understand something when his salary depends 
upon his not understanding it.” 
 

(Upton Sinclair, The Jungle, 1906, University of Illinois Press, US.) 
 
 

The Evaluation Gap 
 
There seems to be general academic agreement that the quality of evaluation of the 

cultural element of a whole spectrum of regeneration projects and programmes over 

the last 10 yrs in Britain and Ireland is inconsistent.  

  

’Culture at the Heart of Regeneration’, (2004) a major report by the Dept. of culture 

and Sport in the UK illustrates many of the general short-comings. It is basically a 

collection of enthusiastic curatorial reports with an acknowledgement of the lack of 

any kind of base-line audits or longitudinal study that would provide hard evidence of 

positive outcomes included on the last page. Terms such as access, ownership and 

equity abound, and one is left with the feeling that this is yet another area of arts 

practice where using specific language is offered as a substitute for content, and 

where outcomes are suggested rather than measured. 

 
”Each story of regeneration begins with poetry and ends with real estate”.  

 
(Kluzman, 2002. p2) 
 

 ’Art, Culture and Social Cohesion’(NESF 2007), examined the use of arts in diverse 

community contexts throughout Ireland, including an assessment of the benefits for 

artists and communities. It found that access-driven programmes are critical in 

developing new audiences, developing artists and alternative models of practice and 

can increase individual self-esteem amongst participants, but conceded, once again, 
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that the success of community-based arts initiatives, or indeed any major cultural 

intervention is difficult to quantify. 

 

Graeme Evans provides the most authorative and balanced study of the evidence of 

the contribution of culture to regeneration that I have been able to access, (Evans, 

2005) in which he makes the case comprehensively that the quality of evaluation 

across the sector has been historically poor but that evaluation must become an even 

more critical element of practice given future pressure for funding.19   

 
”We need more than case studies and anecdotes”.  

 
(Frontier Economics, 2007) 
 
 
My interview with Aisling Prior (Director of Breaking Ground until summer 2008) 

revealed that, despite the commitment to continuous and integrated evaluation made 

in the ‘Strategy for Per Cent for Art Commissioning in Ballymun 2001 –2011’ there 

has been no structured and ongoing evaluation of the per cent for art programme to 

date. 

 
”It will be essential to establish an evaluation process from the outset. 
Continuous assessment built into a project plan will allow for adjustment, 
learning and development.”  

 
(Prior: Strategy for Per Cent for Art Commissioning in Ballymun, 2001 - 2011: pg, 28) 
 
 
She had come to rely on visitor response books and attendance figures to measure 

public engagement with commissions. Evans suggests that the respect for evaluation 

by all stakeholders is uneven and, commonly, only in place when it is a requirement 

                                                
19 Evans provides us with his own framework for evaluating cultural impacts which is sufficiently 
interesting to include in Appendices (Source: Evans, 2005, p13,14) 
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of funding, and, in particular, that artists, not just institutions, often feel that it 

represents a bureaucratic intrusion. (citing Matarasso, 1996, p.24) Its contribution is 

seen as external to their role, and hide behind problems of measurement and the fact 

that evaluation criteria are sometimes not established early in the project process.  

 

Aisling Prior suggested that evaluation was part of a different science that she did not 

have the language for, and Mark O Brien, Arts Development Director with aXIS, 

makes a related point, that in his experience only a third of artists have any 

understanding of the language of evaluation, but that, such is its importance, it is now 

being built into aXIS project contracts from the outset. A community development 

worker within Ballymun Partnership sites this specific deficit in Jochem Gert’s 

Amaptocare20 commission, which provoked much community animosity. 

 
”It was an arrogant proposal that in itself was an extremely ambitious project and 
very expensive with no room for evaluation through the project and impractical 
within an area going through regeneration. Had there been ongoing evaluation it 
would have allowed for the project to evolve organically as issues arose with it –
which did.” 
 
(Mairin O Cuirreann, E-mail correspondence) 
 

Similar reservations have been expressed elsewhere about Seamus Nolan’s, ‘Hotel 

Ballymun’ where the cost of unforeseen elements spiraled to what one source 

estimated as in the region of €400,000.  

 

                                                
20 Amaptocare and the Civic Plaza Commission involved persuading people to purchase one of 4 types 
of trees to be planted around new Ballymun. The idea was that ownership of the tree would be both an 
inducement to and a symbol of their new commitment to caring for their area. Resentment toward the 
project stemmed from the fact it was perceived as patronizing and misunderstood the level at which 
residents had always demonstrated their ‘caring’ and sense of responsibility during 3 decades of civic 
neglect. The act of purchase also became a problem. It suggested further civic disrespect in charging a 
residents living on social welfare for what would be given free in wealthier areas of Dublin 



 30 

There was a shared sense amongst community representatives that cultural projects 

were not always totally grounded in rational decision making processes but the 

product of pork barrel politics. Sudjic, (1999, p31) refers to this phenomenon 

sometimes when high visibility outcomes, such as Art Centres, are deliverable within 

specific political and managerial terms of office. Even though the aXIS centre is well 

regarded, the decision to build it in its current form was not without controversy or 

alternatives, and topping up the funding for its delivery to a restless constituency in 

Ballymun was seen partly as political expedience by Sile DeValera and the Fine Fail 

Government at the time.   

  

Mark O Brien suggested that, in certain respects, “Ballymun is now entering a state of 

total evaluation” in the sense that people were looking to it to provide models for 

practice, produce cultural tools and methodologies, and templates for evaluation that 

can quantify regeneration and be applied elsewhere. I understood him to mean that we 

were entering a period of reflection that would depend upon establishing appropriate 

record keeping, but that he was essentially describing his hopes for the future rather 

than current practice.  

 
Urban policy, including cultural practice, is about addressing difficult problems. 

(Harrison 2000) Despite the fact that arts projects attempt to connect with complex 

political and social realities we tend to see them presented in simplistic terms; with 

project objectives outlined in largely promotional literature. As with Gertz’s 

‘Amaptocare’ commission the promotional material neither reflected the reality of the 

task nor revealed explicitly the basic objective - to provide the community with a 

lesson in social responsibility. Objectives are the basis for all evaluation. They need to 

be stated both more realistically and more honestly.  



 31 

 

Evaluation of arts practice in Ballymun seemed to reflect both its relationship to 

funding and the objectives of best practice that were built into the structure of the 

providing agency. 

 

Breaking Ground 

’Breaking Ground’ appeared to have substantial autonomy within a defined 

commissioning process that, until recently, freed it from much administrative 

overview, or capacity for community challenge. 

 

aXIS 

aXIS undoubtedly has a serious commitment, at least to project level evaluation, 

including their Artists in Schools Programme, Spark21, and they were now becoming 

engaged in devising templates for evaluation, and a road map for youth arts in 

conjunction with the Arts Council, Create, the National Youth Council and other 

national bodies. In her submission to me, Maria Place22, a communications consultant, 

was highly critical of the failure to put in place any programme alongside the capital 

funding that built aXIS. Cecelia Moore, a local artist, agreed stressing that without 

internal programme funding aXIS had been left in a situation where priorities could 

only follow the possibility of external funding.23 This is a legitimate concern, 

however, the fact that programme funding had to be sourced through, and validated 

                                                
21 The 1st Arts in Education Initiative in Ballymun was, in fact, organized by a community 
organization, the Forum For Arts in Ballymun, in 2000 and funded by the Millenium Fund. 
22 Maria Place, is a Ballymun resident and Development Consultant and an ex-development worker for 
Ballymun Partnership (Arts and the Environment Section). She was one of the co-authors of Forging 
Ahead along with  Sean Cooke. 
23 Cecilia Moore refers specifically to aXIS dropping its commitment to developing the Print Co-
operative idea that emerged directly from a Breaking Ground workshop Commision with Mary 
Fitzgerald. 
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to, a disparate group of agencies may have introduced at least one positive outcome in 

terms of the importance placed on evaluation to its funders.24 

 

Maria Place was equally critical of the fact that whatever evaluation was going on in 

Ballymun it had no public dimension.  

 
“They were limited to a hand-picked group of individuals and in closed 
session”. 

  
(Maria Place, Questionnaire) 
 
 
This criticism had general significance but did seem to include aXis generally. Its 

Arts Advisory Board is actually appointed by the aXis Director, Ray Yates, rather 

than through any public process. The fact that Ray Yates has also been appointed 

recently as the new director of Breaking Ground suggests just how ‘locked in’ and 

centralised control of public art in the area has become. It was equally disappointing 

to hear that the committee Mark O’Brien was reporting to as part of an investigation 

of evaluation models was currently exploring Matarasso’s critically flawed model. 

This may indicate that Matarrasso’s model still has some weight, but it was clear to 

me that he was unaware of any controversy over its theoretical foundations. 

 

Dublin City Council 

Dublin City Council is a major funder of the Arts at a community level supporting 

street festivals and projects within independent groups in the area, such as the Active 

Living Arts and Crafts Group, but in most cases evaluations were merely project 

assessments to satisfy their own line management and funding managers. To quote 

                                                
24 e.g., the Invent music programme was funded by the Department of Health Suicide Prevention 
Scheme. 
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Brian Mongey, Senior Community Development Worker with the DCC, “evaluation 

is about access.” “I like to see bums on seats”. Evaluating on any one criteria, such 

as attendance, offers a very limited form of evaluation when you are dealing with very 

complex issues of engagement. A focus on footfalls offers simplicity and reflects a 

concern for visibility, but it does not necessarily reflect real levels of community 

engagement25. It is primarily about being seen to be providing activity and 

opportunities for participation. The urgency in this area was clearly driven by the 

barely masked rivalry between providing agencies over control of resources, in this 

case between DCC, Breaking Ground and BRL.  

 

Ballymun Regional Youth Resource (BRYR) 

Deficits in the quality of this approach can be seen more clearly through a comparison 

with the evaluation practices within other agencies delivering youth arts programming 

e.g. BRYR. Demonstrating value for money to funding streams was equally evident 

but they seemed equally driven to evaluate their practice in terms of their other key 

objectives, that is, quality of engagement in terms of relationship building. Current 

and past evaluations undertaken by BRYR of its involvement with the Otherworld 

Arts Festival26, and by the Festival Organising Committee themselves seemed to 

recognise the different levels of engagement with the Arts wanted by young people, 

                                                
25 Footfalls represent the total number of engagements whether or not they are individual or an 
accumulation of repeated engagements by smaller numbers. This was also raised by Youth Arts 
workers evaluating usage of their new central facility where it was found that “full every night” meant 
repeated use by a relatively small group of young people. This realization led to the shift in focus 
toward Street Art. 
26 Evaluation of participation during the Otherworld Festival 2004 revealed the phenomena of 
clustering where-by neighbourhood based groups tend to exist in clusters around particular blocks 
because of security issues and support services. This meant that that although sometimes 3 different 
groups were registering for involvement they were all actually working with the same engaged group 
of children. 
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e.g., through the creation of the Street Art Programme27, which offered broader scope 

for casual engagement, specifically with those not ready to engage inside an Arts 

Centre. The urgency for quality evaluation in their case seemed to grow authentically 

from their clearly stated objective to reconcile arts practice with long-term social 

development, and toward that end evaluation processes seemed to be much more 

rigorous and on-going.  

 

Evans makes a comparable point when he suggests that the short-term impacts of 

participation in one-off workshops and Breaking Ground style commissions have 

generally not had sustainable outcomes in the past, and that any social benefits have 

been only minimally achieved.  

 

In general Evans concludes that the absence of tests of sustainability and distributive 

equity cannot continue in an area of public practice in which no-one really knows 

what works and what doesn’t despite years of financial subsidy for regeneration 

programming. (Evans, 2005 p.9) It cannot be helpful, in this regard, that most 

evaluation material is unpublished and academic writing on the arts and urban 

regeneration is sparse. The lack of access to data, to decision making processes or the 

basic information to measure impacts over time have limited real analysis. 

(Stevenson, D (2004) cited by Evans, (2005, p. 7) Articles tend to be either uncritical 

or highly critical descriptions, both equally lacking in hard evidence, but where, at 

best, the academic discourses provide a counter weight to the general advocacy 

surrounding cultural regeneration.  

 
                                                
27 Evaluation of the St. Art programme established an understanding of the geographic dynamic within 
childrens play areas as the environment was changing, eg, where playgrounds continued to exist but 
had become dangerous locations. 
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The Desire for a Shared Narrative. 

 

Despite what is obviously a very visible process in Ballymun, I was unable to contact 

anyone who knew of any systematic evaluation of cultural regeneration taking place 

beyond that initiated by community-based groups and agencies28. However I now 

understand that someone from DCU has been asked to complete an evaluation of 

Breaking Ground’s Commissioning process. Whatever else may be there was 

inaccessible. Aisling Prior, explaining the deficit of evaluation in her own area, 

suggested to me that regeneration processes were full of intangibles and it was 

genuinely difficult to define success and failure in terms of outcomes for a 

community. Breaking Ground was a short-term programme, as concerned with 

meeting the needs of architects and artists in what was, after all, a commissioning 

process, as meeting the needs of a community. Perhaps so, but the failure to evaluate, 

to measure and record in Ballymun, in any systematic way, has recently been 

acknowledged by the Comptroller and Auditor General in a recent Treasury Report on 

financial overruns. (Special Report 61, 2008.)29  

  

”Programme evaluation has been hampered by the absence of a systematic approach, 

the lack of baseline statistics and inadequate and variable information feedback on 

programmes.” 

 
webmaster@audgen.irlgov.ie 
 

                                                
28 BCON’s Report on a Community Facilities Strategy for Ballymun, Building for Change, 2007.  
There was also a significant report on the quality of consultation between BRL and the Community 
conducted by CAP in November 2000. Breaking Ground did assure me that an overall evaluation of the 
per cent for art programme would be completed by Dublin City University at some point. 
29 We are 10 years into a regeneration programme that was meant to be completed in 2006 at a cost of 
€442 million but is now due for completion in 2012 at a cost of just under €1billion. He acknowledged 
that poor evaluation was a contributor to delays and financial overruns. 
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This acknowledgement seems somewhat belated, but somehow seemed to reflect 

something in the dynamic between the various social forces at play; the social and 

political determinism of the state and its managerial bodies rolling out their mandate 

for change, and its engagement with a community whose relationship to many of 

those processes swung between, but sometimes embraced both connectedness and 

fracture. Aishling Prior’s comment about the concerns of the commissioning process 

seemed disingenuous given that, in fact, the process was fixated on community 

involvement. I will return to this issue in Section 5. 

  

My interviews with managerial agencies inevitably focused on what they saw as their 

achievements, but hinted at a greater complexity to their overall understanding. In 

some quarters there was reluctance to put down answers in writing that I can only 

interpret as an operational unease with the public record, while community activists 

offered generally conditional responses that revealed their equivocal relationship with 

regeneration as they attempted to realise aspirations for themselves and their 

community through mechanisms that they could barely influence and certainly not 

control, e.g. the involvement of a small number of community representatives on the 

commissioning panel for stages 1 and 2 of the process. Their relationship was one of 

acknowledged dependence but distrust. Wherever truth lay it was complex and all I 

would ever have was fragments of the total narrative. 

  

I was repeatedly struck by the pre-eminence of story telling in responses from all 

quarters, not, of course, unexpected in conversation with community representatives. 

Telling your individual and collective story is endemic to the survival of identity for 

the marginalized, as repeatedly evidenced in encounters with people from the 
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minority community in the North of Ireland; but it proved to be equally part of the 

phenomenon of reflection for agency personnel, who, by and large, I thought were 

genuinely committed to the idea of improving the circumstance of tenants, however 

one might come to judge the processes they were involved in.   

 

A senior community development worker invoked a memory of The Wake, a 

celebratory event marking the demolition of Mc Donagh Tower, and the performance 

of Dermot Bolger’s ‘Incantations’ (2006) as a hugely emotional experience. It was, of 

course, just one of those events intended to draw a line under the experience of the 

towerblocks, but he talked about being affected by the atmosphere that night; the 

silence as lamps were extinguished in vacant windows. For once he was not 

addressing an event in terms of the numbers who turned up. The intangibles have 

earned a certain legitimacy in the language and accountancy of development practice 

perhaps for the very reason that comprehensive systems for assessment of impacts 

and outcomes in vital areas do not appear to be generally at work. Both systems for 

community management and those for community self-validation were constructing 

and projecting meanings through a common subjective cultural form.  

I do think that ‘intangibles’ are part of the story, in face of which systems of 

measurement are a minimal but important reflection. The difference is that the 

community narrative was a cumulative construct of fact and the ‘intangible’ that had 

to have some resonance in memory and daily existence. The managerial narrative, on 

the other hand, only seemed to have to resonate with the urgency of doing, 

completing and delivering. 
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Managerial forces have become adept in the use of a language that confirms their 

current role as part of a narrative linking them to the community; part of a unified 

story of hardship, resilience and deliverance rather than a relationship between rivals. 

Language is becoming the mediator of reconciliation; where ‘Participation’ sidelines 

demands for greater community control, and ‘Refloating the community’30 

increasingly displaces ‘regeneration’ as a gentler, more amatory managerial term for 

their policy objectives. 

 

As Mark O Brien pointed out, the real value of evaluation in these contexts is not just 

about systems for measuring outcomes but begins with a clear statement of objectives. 

  

 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
                                                
30 Both Mark O Brien and Declan Gorman expressed dislike for the term regeneration and introduced 
this idea of re-floating. The fact that Declan Gorman’s work was been more focused on the 
regeneration of Fatima Mansions does tend to suggest this word ‘refloating’ is entering the preferred 
vocabulary of redevelopment. 
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Sect. 4              Narrative: Values, Memory, Class and Cultural Consciousness 
 
 
 

“Home is not a landscape, a place name on a map. 
It’s the place that shapes and makes and breaks the human heart. 
I’m not grieving for the leaving of four walls, 
But when I think about the future it’s the past that I recall, 
And you can tell all the sad stories but that doesn’t say it all. 
There are times that I’ll remember when the blocks begin to fall”. 

 
Inscription on block entrance, 298 Balcurris Rd. (Demolished Sept. 2008) 
 

 
 

The Politics of Memory 
 
 

Re-development is a constant of the urban environment. We live in time frames of 

‘building and bringing down’ with which we all have to come to terms. That ‘building 

and bringing down’ shreds the concrete context of our lives and our memories – both 

good and bad and disassembles the familiar physical contours through which 

communities construct their consciousness and attempt to live in continuity with their 

past.  

 

Memory is central to our experience of place, and, as Mark Crinson suggests (2005, 

pg xi) it ‘is both a burden and a liberation’ but, nevertheless, essential to our 

understanding of the world in which we operate, and key to the creative and cultural 

responses that understanding evokes. Memory validates communities, first and 

foremost, as places where lives have been lived and struggles endured, and where that 

‘sense of being’ needs to remain in some sense culturally manifest. This ‘sense of 

being’ shapes what is remembered quite autonomously from the discourse of 

architects, developers and planners and despite the terms in which that sense can be 

strategically mobilised by those professions for their own purposes.  
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Maurice Halbwachs, (1950), suggests that, history is a tool that provides a rationalised 

version of the past, by contrast with memory which is intimitely linked with human 

experience. Current community development practice in Ballymun has extensively 

appropriated the language of ‘neighbourhood’, ‘community’ and ‘citizenship’ as part 

of a strategy to unify identity around conscious purpose and practice, and despite the 

fact that there is resistance to Ballymun Regeneration Ltd., particularly in relation to 

the authenticity and accountability in consultation processes, and notably from within 

the very activist layer who played a major role in the demand for regeneration itself.  

In practice, the sense that a community might have of ‘their place’ 
 
 

 ”is the least evident in this process as the professional regeneneration and 
cultural intermediaries control the territory and the rhetoric required to 
maintain the credibility of the expectations of cultural regeneration”  

 
(Willis, 1991, p13). 
 
 
For example, CAP’s report, “On the Balcony”(2002) addresses the failure of BRL to 

commit to the provision of community facilities for local groups and suggests that 

their equivocal response reflects their limited and vertical view of consultation. BRL 

by-passes the existing community leadership, partly out of a niaive belief that the 

process of regeneration will solve many of the problems that groups are a response to, 

but also because of managerial fears that control of property represents a transfer of  

power from the local authority to local pressure groups31. The recent BCON report 

“Building for Change” further develops a case based on international precedent for a 

community-based property company that would manage proposed facilities, one that 

                                                
31 At one point the Women’s Resource Centre had community leases on 3 flats in Silogue. Youthreach 
controlled a complex of 5 flats and 3 basements in Balcurris. 
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should be capitalised initially to the extent of €5million and 5% from all future sales 

of land to private development, arguing that:  

 
“participation without a redistribution of power is an empty and frustrating 
process for the powerless”.  
 

(BCON: Building for Change, 2007. p53 ) 
 
 
This report has, needless to say, not been well received. 

 

In Ballymun there is a very clear sense of the planners wishing to control exactly in 

what terms the new Ballymun will be redefined, and, toward that end, the local 

authority has disestablished a whole layer of traditional community representation in 

its Estate Forums and are currently imposing a new, more compliant community 

representation in the form of Neighbourhood Councils. 

 
“However, TWUP is also expressed in both projects (Ballymun and the 
Gorbals) in the fostering of new channels of community involvement through 
which ownership of the building of social capital can be realised. In each 
case, such community involvement has been shaped by a reluctance to involve 
those who are perceived to have refused to become responsible and govern 
themselves in the past (Rose, 2000). In searching for new active citizens, in 
both areas the lead regeneration organisations’ approach to community 
inclusion has been to tap into alternative groups within and outside of the 
community.” 

 
(Boyle and Rogerson, 2005, p9) 
 
 
At a level of civic determinism many of those traditional activists are considered 

recidivist and as harking back to a redundant past, but to so judge is to misunderstand 

the role that activists play as a reservoire of memory. In Ballymun, that memory is, by 

and large, an inconvenient one for the local authority. Memory is thus seen as a major 

blockage to the formation of a new cultural identity, and one that somehow needs to 

be overhauled.  
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He Who Pays the Piper… 

 

In 2000, BRL, as part of the optimism at this early stage of regeneration, agreed to 

finance the delivery of an Oral History Project32 in Ballymun to ease the transition to 

the new by recognizing people’s connection to the past. Its aims were laudable: 

 
• “To record and document an oral history of the Ballymun community 
• To make the research available to the wider community 
• To enable community-based action in the present, based on an understanding 

of the communities past 
• To create and transfer to community control a viable oral history project” 
 

http://www.iol.ie/~mazzoldi?toolsforchange/ballymun.html 
 
 
BRL received its first output from the project in 2002 in an increasingly less 

hospitable Public Relations environment, and refused to publish it, reneging on all 

four of its commitments. The interpretation of activists was that BRL were either 

offended by its contents or its potential to fuel future conflict. For me it illustrates 

managerial recognition of the power of community memory in the telling of their own 

story.33 

 

Art and Re-envisioning the Future. 

 

Reflecting on the Per cent for art programme, what strikes one is that whatever the 

quality of individual projects, it has been structurally marginal to cultural regeneration 

in the area given the expectations that inevitably accompany the level of public 

money and civic resources accessed. Its impact has been mixed, with occasionally 

                                                
32 It was run by Dr Lawrence Cox and Patricia McBride of the Sociology Department at Maynooth  
through a research company, Eneclaan Ltd. 
33 I have since learned that instead BRL published extracts of an authorized history of Ballymun, (1600 
to 1997) by Dr Robert Somerville-Woodward at the end of 2002. 
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significant commissions like that with St Joseph’s National School adding weight to 

the demand for the establishment of a local School of Music. Those successes have 

been quieter than the arguable disasters.34 On one occasion their intention to bathe a 

tower block in red lights was withdrawn as residents indicated their reservations. The 

lights were, of course, simply moved 200 yards to another iconic building, 

Ballymun’s central heating boiler. (Andrew Kearney, The Boiler House, 2002). If 

there is a generalisable fault in this response it is that it has proved too easy to see 

Ballymun as a collection of just such iconic spaces: celebrating its skyline, its 

stairwells, its wind-tunnel laneways, its balconies, its ‘jumper’ drop-zones while not 

understating their specific human significance, e.g., Grace Weir and Graham Parker’s 

film of urban spaces around Ballymun shown on an endless loop in the increasingly 

derelict shopping centre. 

 

At best, by including educational activities and traditional workshops within its 

commissioning terms, it has reflected a transition from traditional ‘pursuit of the best’ 

to a large measure of community engagement programming; but, overall, it has been 

much less significant in the process of cultural development than the local arts centre, 

who, with only relatively minor budgets has managed to carefully work out 

partnerships to support local youth and amateur theatre development, and an 

Outreach-led Arts-in-Education programme35, that is delivering sustained arts 

experience to all 9 national schools in the area. 

                                                
34 Controversy still surrounds the patronisation of the community inherent in Joachim Gertz’s 
Amaptocare Project, and the charge of poverty tourism against Seamus Nolan’s, Hotel Ballymun, and 
whether the €400,000, including materials training and additional services, that, one source has it, was 
made available to it represented any kind of  value for money. Declan Gorman (dramatist and director) 
who has worked in Ballymun but also with long-term connections with Fatima Mansions and the arts 
and development process there. 
35 A major three year arts in education programme, launched by aXis 2007. It plans to ‘engage’ with 
500 children annually.   
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It is impossible for Per cent for art programmes to escape the need to deliver to the 

objectives of planners. Architects have received their quota of high-priced and often 

banal pieces around public buildings and spaces that the community will be inured to 

learn to like, eg., Andrew Clancy, Cathode / Anode,( 2006) or Catherine Delaney, Fill 

(2005) but, by and large, that has not been the primary focus of ‘Breaking Ground’. 

Thirty of the 48 commissions included36 on their Internet site involve the participation 

of local community groups and four local artists37. Participation has been the 

cornerstone and the most visible aspect of the programme overall. It has provided a 

major vehicle through which an attempt has been made to draw a line under the past 

and engage people in the process of re-envisioning their own community. ‘Rita’s Last 

Stand’, a community drama, traces a couple’s move to Ballymun, their lives, 

hardships, relationships and Rita’s coming to terms with the new Ballymun through 

her move to a new house. Dermot Bolger’s first play of the Ballymun Trilogy ‘From 

These Green Heights’ for the aXis Centre covers almost identical ground. In the 

programme notes for the final work, ‘The Consequences of Lightning’ the director, 

Ray Yates, points out: 

 
“this play is not about the past, its about the process of letting the past go, 
about not diminishing what previously occurred but recognizing it and moving 
on into a different Ballymun, a different Dublin, a different Ireland.”  

 
(Ray Yeates, 2008.) 
 
This could, in fact, be a mission statement for the whole Breaking Ground 

programme. 

 

                                                
36 The list is provided in Appendices 
37 Dean Scurry, Hugh O’Neil, John Duffy, Robert Kelly and Cecelia Moore. 
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Unfortunately the ‘new’ Ireland of economic collapse and rising unemployment, in 

which the play was received, was not the ‘new’ Ireland of economic growth and net 

immigration in which it was written.  

 

Sinead Dowling photographed families moving into new housing for display on their 

own mantelpieces reconciling loss with new memories for the future. Natasha Fischell 

used paintings by Traveller women to negotiate a new understanding between them 

and restaurant owners who once might have excluded them. Positive images for new 

accommodations are pervasive. Desperate Optimists produced a film, ‘New 

Beginnings’ based on a day in the life of the new Leisure Centre and Swimming pool. 

Many commissions focused on the positive outcomes of connectedness for people: 

Linda Quinlan’s ‘The Shape of Things to Come’, Axis and Will O Donovan’s 

collaboration on ‘From Demo to Break Through’ involving work with and the 

showcasing of local young musicians, Mary Fitzgerald’s print workshops on the 

theme of ‘Home’, Jochem Gertz’s reinvention of community through ownership of 

trees in ‘Amaptocare’, and, not least, Seamus Nolan’s ‘Hotel Ballymun’ where we are 

asked to reflect and celebrate both the vision of the original estate and the act of 

creativity and reinvention implicit in the new.38  

 

The notion of actual community identity has received more modest attention in 

Roundabout Youth Theatre’s ‘Tumbledowntown’ or Dean Scurry’s proposed ‘rapping 

project’. John Byrne’s sanitized statue of a local girl seated on a horse is to be sited at 

the Luas terminal while the equestrian centre that was meant to service indigenous 

demand has been moved some miles up the road to maximise housing and 

                                                
38 A fuller critique of the ‘Hotel Ballymun’ commission and poverty tourism is available at 
http://www.recirca.com/backissues/c120/p80_82.shtml#topofpage 
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commercial development in the area.39 The commission led by Ultra Red and Sarah 

Pierce, again at an early stage of the process, was unique in the way that it linked 

women in Ballymun with women in Toronto to share their experiences of housing 

issues, although it could be equally seen as an attempt to bring the radical, issue-based 

and resistant, Women’s Resource Centre, closer to the trajectory of regeneration. The 

emphasis, at all times, has been about positive re-envisioning. 

 

‘What seems absent from the current scene is the potential for public art 
projects (to not) always and necessarily be demanded to tease positive 
images and values out of involvement with ‘deprived communities’…’  

(Alberto Duman, Research Paper for Art in the Life World Conference, 2008, p3. )  

 

It is hard to overstate the destructive impact of centralisation of all arts funding 

through Per Cent for art and the aXIS Centre, and so I repeat it. Local arts initiatives 

have found themselves starved of funding, despite commitments made to the opposite 

within the original strategy document.  

 

The aspiration to establish good working relations with, and to complement and 
support existing arts and cultural organisations in the area will be paramount 
to the success of Per Cent for Art in the area.  
 
(Aishling Prior, Strategy Document for Per Cent for Art Commissioning, pg. 5.) 
 
 

There were 8 such initiatives at the time the ‘Breaking Ground’ strategy document 

was written.40 

‘In the early part of 1996, the Ballymun Partnership noted the substantial 
involvement of the local community in arts and cultural activity. Arts and 

                                                
39 The Equestrian Centre and Animal Care Centre has now been moved to Coolock. 
40 Forum for the Arts in Ballymun, Ballymun Artists Association, BOOM (Organisation of 
Professional Musicians), Association of Ballymun Artists (Musicians Organisation), Ballymun 
Writers’ Group, People’s Writers Group, Holding Court Theatre Company, and the Community Arts 
Factory.  
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Cultural activity in Ballymun continues to provide avenues of expression for 
its community, with meager resources and a large voluntary commitment.’  
 
(Sean Cooke, Forging Ahead, p25) 
 

 
There are three still in existence, only one of which, Holding Court Theatre Co. has 

not been crippled by marginalisation. The process of regeneration is laden with 

unequal power relations in determining who controls the narrative of how a 

community could/should act; where it wants to go and how it may get there. 

Public art in Ballymun has contributed to those unequal power relations in largely 

collaborating with the dominant narrative of redevelopment.  

 

Toward a Perspective for Alternatives 

 

In his essay, The City as Site, Finkelpearl relates the case of Portland, Maine, which in 

January, 1999, unveiled an open Community Cultural Plan alongside its 

comprehensive programme for physical regeneration. The plan asserted that art had to 

be in the community or it simply would not be there. (Finkelpearl, 2000, pg 44)  

 

Portland, Maine, represented a call to democratise our cultural perspective and 

empower communities that went beyond prescribed participation, in which the value 

of art was seen as the self-expression of identity, as a response to problems, as 

establishing meanings, yes – in imagining futures and in active citizenship, but 

decidedly in the communities own terms. In the words of Paolo Friere it suggested the 

possibility of an investment in dialogue as ‘ the mutual pursuit of critical 

understanding among equals.’ (Finkelpearl, 2000, pg 287)  
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Portland, Maine, indeed, offered an appropriate starting point for a model for 

Ballymun. 
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Sect. 5  Summary and Conclusions: Opportunities for New Dialogues. 
 
 

 
“The voice of protest is all the more powerful because it is so personal.” 

 
(Ester Lombardi, Slaving for Industry, 2004)  
 
 
 

The Urban Experience 
 

 
David Harvey, the demographic geographer, in The Urban Experience (1989) 

explains the relationship between contemporary urban development strategies and the 

economic under-carriage they are built on, suggesting that all urban investment is a 

response to competition between different economic zones and the desire to create 

more favourable environments for business at some level. Despite this competition, 

municipal authorities all over the globe are delivering an increasingly homogenous 

vision of development, where success or failure is increasingly measured in cultural 

terms.  

 

The realm of the arts is not removed from those global forces or the meanings, values 

and purposes that they assert. It is intrinsically linked to the short and long term 

impulses and needs of a wider commerce.  

 

Cultural Regeneration in Ballymun- Where are we now? 

 

Regeneration projects such as Ballymun are not marginal interests, even though we 

live in times where deprivation is seen as a sideshow to the authorised landscape, 

where afluence and notions of social cohesion are seen as norms. In fact, one third of 
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the world’s population live in slums far removed from the values, if not the purposes, 

of the global middle-class. (UNESCO, Poverty Report, 2001, cited in Davis, M, 2004) 

 

In Ballymun, the aspiration to realign the area with the marketplace in terms of jobs, 

commerce, education, etc., has involved the state in strategies to redraw the cultural 

identity of the area in terms circumscribed by its managerial agents. The power of the 

state in redrawing any physical landscape is awesome compared with the capacity of 

a marginalized community to challenge it. If there is a ‘bottom line’ it has to be in 

terms of the effectiveness of the process in meeting those tangible objectives and 

balancing them against all those intangibles of ‘rootedness’ and ‘quality of 

community life’ referred to earlier. At this point in time there should be some 

authorative evaluation of the process for me to draw on; some basis on which to 

suggest that my concerns over the process are misplaced and that I should be 

exercising my critical faculties about the role of arts practice in regeneration 

elsewhere. There is none. It has become necessary to attempt some sort of personal 

evaluation of what the process has delivered, whether there has been sufficient 

change in the economic and social profile of the area after 10years of programming 

to suggest that community fears are little more than residual antipathy to past local 

authority mistakes? 

 

During the present period of decanting and construction the current population of 

Ballymun is estimated to be 16,00041 people. Its current unemployment rate is just 

                                                
41 The Ballymun Job Centre and the Ballymun Partnership estimate that there is a ‘floating’ population 
of 3000 people not accounted for on any census list, mainly families of people who have bought the 
keys to vacated apartments in an attempt to beat the housing dept. point system. This brings the current 
population to approximately 19000 but is expected to rise to 26000 after the completion of the 
redevelopment programme.  



 51 

under 40%,42 which is substantially less than it was in the late 90’s but the significant 

indicator is that it is rising once again and quickly, and over 70%43 of its Corporation 

tenants rely on social welfare as their only source of income. Plans to stimulate local 

employment have been largely put on hold. A two year delay in developing the 

shopping centre has reduced its functioning to the level of a Tesco outlet, a saloon bar 

and a post office. The Industrial Estate has failed to take off, blame being placed on 

competition from property prices throughout the rest of Dublin. Of the two new 

Hotels built and offering employment - the Plaza ceased trading within 18 months of 

opening to be turned into a minimally staffed Travel Lodge. The present condition of 

the Irish economy further threatens jobs in this area. BRL refused to enforce local 

labour quotas with contractors to support local access to employment on the various 

construction sites as conditions within the industry increasingly favoured the use of 

sub-contracted Eastern European labour.44 According to the Building and Allied 

Trades Union, at one point there were over 1000 people employed in reconstruction in 

Ballymun but only 27 were from the locality, and mainly employed as cleaners or 

security staff. They also failed to deliver an apprenticeship programme promised to 

local youth. 

 www.indymedia.ie/article/83303  

All hope on the jobs front from the private sector now lies with a proposed IKEA 

retail development45. There is, of course, another area that already offers considerable 

                                                
42 This represents an unemployment rate over four times the national average at time of writing. 
43 These 3 statistics came from CAP, the Community Action Project and are available at 
www.cap.ie/cap/ballymun.htm 
44 Scandals over working conditions and wages involving these outsourced workers such as Gama 
Internationals defrauding of Turkish Labourers have been well documented. 
45 On the 23rd of January 2009 IKEA announced that they would go ahead with the opening of the retail 
development in Ballymun with the possibility of 550 jobs, and despite the dramatic drop in retail sales. 
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employment in the area, the community sector, but it is one whose enlargement is 

unlikely to find political favour in the present economic climate.46 

Greater tenure diversity was a fundamental plank of the Ballymun Masterplan, which 

promised a mix of 43% social housing and 57% private ownership. It has failed at two 

levels. Much of the private development is concentrated in specific areas in a way that 

compromises community cohesion; but, in the event, very little of that development is 

owner-occupied, much of it having been re-let to social welfare claimants, locking 

individuals and families into welfare and rent allowances and further consolidating 

poverty. According to Ballymun Partnership the number of lone parents also 

continues to rise.  

School retention rates have improved with the introduction of the Leaving Cert 

Applied in the renovated Trinity Comprehensive Secondary School.47 This is, of 

course, positive but it appears that this alternative certification has played a more 

significant role in progressions for female students than for young males, who, 

according to the Leaving Cert Applied Co-ordinator are not progressing to PLC 

places or employment but merely delaying entry to unemployment.48 

In contrast, the Global Action Project is having some success in rolling out a 

programme for improved environmental awareness, (DCMS, 2003, p2) although I 

understand that their budget has now been substantially cut as a result of the 

                                                
46 The Women’s Resource Centre argue that community employment in the region of 25%, similar to 
some areas in the North, including West Belfast would provide an engine for economic and perhaps 
social stability. 
47 Careful project choices within the Applied Leaving Cert have given many young women natural 
progressions to PLC courses for the Health and Leisure industry. Similar linkages have not been so 
easy to find for young men and many continue to make the progression from school straight to 
unemployment, the process only having been delayed by two years. 
48 Youthreach confirms that, whereas 3 yrs ago, the profile of older trainees presenting to them would 
have been mainly young women, often single mothers, now the majority are young men looking for 
some alternative access to training. 
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economic downturn and commitments to the building of the new Rediscovery 

Centre,49 may be under reconsideration, and there is no commitment to funding 

beyond the lifetime of BRL. (BCON, 2007, pg 29 and 34).  

 

In terms of young people, the quality of services and activities (including the arts) on 

offer is considered to have improved unrecognizably, with widespread support and 

training for young parents, improved nursery and crèche facilities, breakfast clubs, 

after-school homework clubs, and an expanded but centralised youth service. In the 

late 90’s there were 30 voluntary groups providing drop in centres and sports activity 

for young people from basements within the apartment blocks themselves. (CDYSB-

Annual Report, 1998)  Only two survive.50 Those services have virtually all been 

professionalised. In 1998 there was one youth worker for the area. The Regional 

Service now has a staff of 40, but the general retreat from voluntarism in this sector, 

suggests a further loss of social capital.51 

 

‘youngBallymun’, a joint programme funded by the Department of Health and 

Atlantic Philanthropies52, has secured €30 million over the next 10yrs to put in place a 

mental health strategy for young people. This programme has been slow to take off 

but its intentions and methodologies have been well received. 

 

                                                
49 The Rediscovery Centre as planned is a comprehensive re-cycling, education and craft centre. 
50 The Plough Youth Club and the Poppintree Youth Project , which is in itself an amalgamation of The 
BACA (young horse owners) and Columban Youth Projects. 
51 Compedium Report on Cultural policies reveals comparable statistics for voluntary activity including 
the arts. The 2004 Survey of Giving in Canada  suggests that more than a 1/3 rd of Canadians are 
involved in voluntary work. In Austria the figures for 2001are that 51% of people over 15 are active in 
the voluntary sector providing the sort of manpower that sustains 14500 cultural associations. 
52 Atlantic Philanthropies is a private charitable trust funded by the American philanthropist Chuck 
Feeny. 
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People want to see the area they live in improve but opinion is divided about both the 

quality of design53 and construction of the new housing54 and the proposed population 

density for the area in the overall plan. Maria Place, once a positive advocate of the 

regeneration process, now lists the narrowness of new roads, the proliferation of 

crime and drugs, greater gang violence, intimidation at street level and loss of faith in 

the gardai as serious problems, particularly where, as she describes, “a new level of 

local bureaucracy has replaced the community voice that would normally articulate 

them.” She sees regeneration now as a process of missed opportunities in this regard, 

where the cultural identity of the new Ballymun will have no or little connection with 

the community of creative spirits she grew up with.  

“There is no question in my mind any longer of a cultural regeneration, because 
many of the individuals and families that established the particular positive 
identity and community/cultural spirit are no longer here. So the next 
generation will establish it’s own culture and I think that will be a more 
globally identifiable culture, perhaps not too distinctive from many other 
regenerated areas.”  

(Maria Place, Questionnaire return) 

 

One of the fundamental conclusions of Building for Change 55 is that social capital 

and trust has been seriously eroded in Ballymun, ( BCON 2007, pg 41) ‘the exact 

opposite result from what was initially expected to be achieved through 

regeneration’. They note the loss of trust between the voluntary and community 

sector and the local authority, but also the breakdown within those sectors, as they 

                                                
53 The term ‘designer slum is used by Maria Place. It is not a view she shares but concedes that the 
term is prevalent. 
54 The discovery of pyrites in the concrete foundations of some of the housing and public building 
projects, including the youth Service building is a major cause of concern. Pyrites absorbs ground 
water and causes cracking in the walls. This suggests serious maintainance problems for the future. The 
issue of financial responsibility is expected to be held up in multiple legal actions for some time and it 
is uncertain who will go bankrupt during the process and who will still be around to pay the bill. 
55 This was an independent report conducted by Smith Everett and Associates for BCON but funded by 
the Dublin City Council. 
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struggle for survival in an atmosphere of competition for meagre and declining 

resources. Overall we see a process that has been high in interventions but, as yet, low 

on positive outcomes. 

Social capital has to be built from the inside out. What a community requires from the 

development process is the confidence to so do. 

 

The Power of Capital over Culture 

 
“The power of capital over culture should not be understated, however, liberal 
or benign a particular regime may present itself. Consultation is now a 
prerequisite tool of developers but the evidence of the impact of consultation in 
the final built scheme is less apparent.”  

 
(Evans, 2005, p12 ) 
 
 
Evidence of community influence on the shape of regeneration in Ballymun is sparse. 

Processes for consultation are delivered but plans seldom change. BRL is accused of 

largely providing circusses and cake.56 

 

Basset suggests that the province of cultural regeneration is community self-

development and expression, while economic regeneration is primarily about growth 

and commercial development, and the capacity for those interests to be divergent is 

seldom officially acknowledged. (Basset, 1993, p.1785) “City authorities have 

become masterful at incorporating and effectively mitigating dissent”. (Basset et al., 

2002, p 1774). There is a strong desire to minimise exposure to any critical attention 

                                                
56 BRL recently marked 10 years of regeneration not by delivering an evaluation of the process but by 
funding a number of arts performances – Regen10. 
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and deny any mechanism through which a vital, oppositional aspect of cultural 

engagement can breathe. (Basset,1993, p. 1785) 

 

Empowerment is the investment of stakeholders with some real power over decisions 

and the only real guarantor of the equitable distribution of resources throughout 

society. In this respect the recognition of community-based leaderships is a minimum 

requirement for the credibility of any regeneration process. The absence of those 

legitimate voices with the capacity to say no confirms disadvantage and the unequal 

power relations between regenerators and community-based activists. (Evans, 2005, 

p. 11.)  The approach to reshaping the cultural landscapes alongside the physical one 

in Ballymun is consistant with Bennet’s argument (Bennett, 1998, p. 884.) that 

‘Culture’ should now be seen as ‘inherently governmental’, given that it has been so 

encompassed by practices for social management.  

 

In a situation of contested space and culture, “ the emphasis must lie in providing a 

platform for the local communities… to express their views and expectations. (Garcia, 

2004, p. 32) The arts could play a critical role within that in mediating and 

articulating the plurality of community voices and aspirations. It can focus attention 

on identity more directly than any other medium and challenge those who would 

impose an unrooted cultural landscape on them. 

 

Substantial monies have filtered into the arts in Ballymun to centralised agencies 

locked into the service of social management. To some extent that has offered greater 

security over the long-term funding of initiatives like the Arts in Education 

programme, but it should be remembered that the pilot for that initiative was planned 
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and organised totally by the local voluntary group, the Forum for Arts in Ballymun. 

There is a critical need to restore the funding base of community-based arts practice. 

CAP’s suggestion of a community trust to manage premises offers a transferable 

model for how future per cent for art monies and income from sale of land to private 

developers might be managed and distributed at a community level, while supported 

by aXIS’s developmental expertise.57  

 

Finkelpearl (2000) points out that the history of public art emphasises the ‘art’ rather 

than the public context, identifying a difference between re-development initiated by 

or for business interests and state agencies, and development initiated by or for people 

outside the mainstream of power. He sees a relationship between those contexts and 

the role and practice of art initiatives in response to it. Public art, he argues, has been 

absorbed into bureaucratic collaboration with those who control civic planning rather 

than recognizing its obligations to the general citizenry. An art that attempts to redress 

that balance of power requires the devolution of some level of control to those in the 

community.  

 

It is clear that urban poverty in Ballymun, even although invested with islands of 

relative wealth, will remain a dangerous cultural landscape fraught with major 

economic tensions and class antagonism, and in which any form of cultural practice 

will always be fragile as a unifying tool. The struggle at the heart of those tensions is 

legitimate, and I believe that a balanced democracy demands that it should be 

                                                
57 Maria Place also refers to this idea of ‘community gain’ in her submission.  
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encouraged to find cultural processes and practices to preserve some capacity for 

expression and solidarity.  

There is a sense in which the epitaph of the per cent for art programme, and the 

whole notion of cultural regeneration in Ballymun, will be that it was dwarfed by its 

specivities as a socio/cultural location. While it focused on sites and spaces and wider 

opportunities for participation it failed to address the cultural and class imperative 

within marginalized communities to find new capacities to defend themselves.  

 

This has significance for the relationship between anyone involved in community 

engaged practice and their constituency in Ballymun as the economy collapses, and 

we have the prospect of a community, never quite de-marginalised, sliding toward 

another era of unemployment, and individual and collective distress. Artists who 

blindly subscribe to the notion of participatory arts and inclusion do not see that the 

priority is not how to include more people but to re-assess the terms on which you do 

so. In the struggle for identity in any ‘new Ballymun’ memory offers an important 

ballast for class-consciousness. It will either continue to be massaged and moved on, 

or find a new power.  

 

Finkelpearl, (2000) does not speak specifically with that tone, but I do understand him 

to believe that, as artists wishing to act in the public or community sphere, we can 

make a choice whether to endorse forms of engaged practice in which we are 

expected to restrain the faculty of social criticism as part of the methodology of 

process, or work with the community as a collective capable of acting together on 

matters of common interest and values, in which we can personally invest service and 

perhaps rediscover some degree of legitimate authorship.  
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The question of  “in what terms you can make an art that makes struggles visible” 

remains?  

I concede that Activist art occupies an uncomfortable space, wrought with problematic 

decision-making. I had been seriously struggling for a vision of it that would make sense 

in Ballymun during the three months of this research. Even the use of the word ‘activist’ 

provoked antagonism in some quarters. Declan Gorman stated, that he was uncomfortable 

with the word, given that it often included the ‘downright looney’ (questionnaire 

submission). Various contributors to the May Day Conference in aXis, Changing the 

Story, a reflection on art and activism, hinted at the belief that culture was no longer a 

politically challenging force, and now kept cultural activity on a separate track from 

personal political values. ( Dean Scurry: http://www.create-exchange.ie) 

Some respite came through conversation with Seamus Nolan about the Hotel 

Ballymun commission and the struggle for ‘oppositional’ integrity within creative 

practice. He highlighted the fact that “you don’t achieve it everyday,” and that if Hotel 

Ballymun represented an imperfect statement in that respect, then perhaps, some days 

you had to settle for the fact that, at least, “it provoked another artist to ask another 

question”.  

 

I had no clear understanding of what sort of art activism Ballymun needed or would 

respond to. 

 

Mark O Brien had argued that Ballymun required a new kind of activism based on 

looking forward, and being engaged in the quiet conversations that built constructive 
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partnerships; that none of us own the processes we are engaged with in terms of arts 

practice.  

“Artists don’t own art. They are just part of the process aspiring to it.”  

(Mark O Brien Interview) 

         

Declan Gorman (Questionnaire) offered the comforting reminder that we can only 

ever be one part of the narrative, and that, in Ballymun, the narrative was not over. I 

understood Mark’s contribution came from having thoroughly embraced the 

instrumentalist practice of community and arts development rather than a critical 

community arts perspective, and Declan had sat at too many forum tables to sustain a 

rejectionist position, but I recognised they were both honest and committed and were 

sharing an understanding that addressed my current dilemma that was both important 

and true.  

A metaphor came to mind; you are on a bus that you realise doesn’t go all the way to 

where you want to go, at some point you have to get off and make your way on foot 

 

Prologue 

 

Create’s May Day Conference Audio includes one relevant anecdote that I paraphrase 

here.  

Kathleen Maher was an activist with the Ballymun Women’s Resource Centre. 

At an early stage of the redevelopment process she was invited with a friend to 

the launch of the new flagship of regeneration, the aXIS Arts Centre. Her friend 

was in a wheel chair and travelling the 500 yards to the centre was difficult. 
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Kathleen borrowed a camera from the local media co-operative and videoed her 

wheelchair-bound friend’s struggle to negotiate rubble-strewn roadways and 

rampless temporary pavements.  

 

The argument presented was that her video was all the art that her friend needed that 

day.  

 

That anecdote was confirmed recently in conversation with Alex Sproule, a member 

of BADIG58, and I discovered that this was not the only art work they had been 

involved in, and was shown photographs of an openly polemical hoarding mural 

completed with artist, Orla Kelly, that focused on housing and transport problems for 

the disabled in the new Ballymun. (2006) Through that contact I became aware of 

other projects initiated by community groups: the shadow puppet play, The Princess 

and the Frog (2004) written by Kathleen Maher and performed by the Community 

Arts Factory in a window in the local shopping center. It addressed the problematic 

relationship of women, as the largest group of local authority householders, with 

principally male BRL representatives. Thirteen Women (2005) facilitated by 

photographer, Frank Scalzio on the occasion of International Women’s Day, 

displayed the portraits of local women on 13 hoardings on Main Street. It confronted 

the situation of women in Ballymun in which they hold together much of community 

and family life, but young men aggressively dominate the streets. The portraits 

asserted the presence and rights of local women as sisters and mothers.  

There are other examples, and probably more that I have yet to discover.  

 

                                                
58 the Ballymun Active Disability Information Group, 
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The way forward for me is on foot; the artist can connect with the reality of 

community struggle through, perhaps, an inglorious commitment to service, and 

where new creative dialogues start with the simple act of listening.  

 

 

Word count (excluding quotations): 11,926 
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Appendix i 
 

Contact List. 
                                          
Name  Position Contact or 

source of 
contribution  

Barry, Helen Youth Arts Worker with Ballymun Regional Youth 
Resource 

Interview and 
Evaluation 
Material for 
BRYR 

Breannacht, 
Fergus 

Resident, Irish Language and Cultural Development 
Activist. Local Postman, Founder of Setanta GAA 
and Scoil an tSeachtar Laoch 

Interview 

Byrne, Mary Freelance Architect with experience of 
redevelopment and social housing projects. 

Interview 

Byrne, Mick Director, Holding Court Theatre Company and 
Ballymun Resident 

Create Audio 

Corcoran, 
Ray 

Youth Worker, City Councillor, Musician and music 
promoter.  

E mail not 
returned 

Couch, Mary Community Activist, Board Member of Poppintree 
Youth Project and Poppintree Forum. Organiser of 
Poppintree Environmental Care Group and Tidy 
Towns Group. 

Interview and 
DVD 
material, 
Tower Songs 

Dowie, 
Stewart 

Community Arts instructor with Youthreach, a 2nd 
Chance education programme and street Arts worker 
with the Regional Youth Service 

E mail 
Questionaire 
and Create 
audio 

Downes, 
Colm 

Teacher in Colaiste Ide, Music festival promoter and 
Ballymun Resident. 

Create Audio 

Duffy, John Professional Painter, Ballymun Resident and Youth 
Worker 

E mail 
questionaire 

Kavanagh, 
Paddy 

Sculptor and Ballymun Resident, Member of 
Community Project team that delivered aXIS Centre. 
Chairman of Forum for the Arts in Ballymun, and 
Association of Ballymun Artists (now defunct). 

Interview & 
additional 
reference 
material 

Keating, 
Anne 

Chairman of Ballymun Women’s Resource Centre Interview 

Lowe, 
Louise 

Director of Roundabout Youth Theatre and the Lab 
project. 

E mail not 
returned 

Mc 
Glinchey, 
Ollie 

Resident and Activist, Board Member of Partnership 
and aXIS Centre, Organiser of Multi media Co-
operative 

Create Audio 

Mc Goilla 
Rua, Anton 

Resident, Irish Language and Cultural Development 
Activist 

E mail not 
returned 

Mc Kenna, 
Jackie 

Sculptor and Cultural Development Activist in Co 
Leitrim, Founder of Leitrim Sculpture Centre 

Interview 

McGovern, 
Brigitte 

Painter and Arts worker with Tus Nua, Adult Mental 
Health Programme Eastern Health Board, Ballymun 

E mail not 
returned 

Meehan, Ex-resident, Development Worker with CAP Provided 
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Audrey (Community Action Project) and leading member of 
BCON (Ballymun Community Organisations’ 
Network. 

Resource 
Material 

Miller, Sean Composer and Facillitator with Tower Songs Supplied 
Resource 
Material 

Mongey, 
Brian 

Dublin District Council Community Development 
Worker, Ballymun  

Interview 

Moore, 
Cecilia 

Professional Artist (mixed Media) and Resident of 
Ballymun 

E mail 
Questionaire 

Nolan, 
Seamus 

Artist responsible for one of the mayor commissions 
under Breaking Ground, “Hotel Ballymun”. 

Interview 

O’Brien, 
Mark   

Director of Community Outreach Arts Programming, 
aXIS Arts and Community Resource Centre.   

Interview 

O’Curreann, 
Mairin 

Ballymun Partnership Community Development 
Worker with special interest in the Arts  

 E mail 
Questionaire 

Place, Maria Communications consultant, Ex- Ballymun 
Partnership Arts and the Environment Section. 

E mail 
Questionaire 

Reddy, 
Denise 

Project Assistant with ‘Breaking Ground’ and Arts 
Facillitator with Active Living Arts and Crafts Group 

Meeting, 
provided 
some resource 
material 

Rooney,Aine Resident and Activist with Citizens Rights Office Create Audio 
Scalzio, 
Frank 

Photographer and workshop facillitator Resource 
Material 

Scurry, Dean Comedian, Rap/DJ’ing workshop facilitator, youth 
worker, activist and Ballymun resident   

Create  
May Day 
Audio 

Sproule, 
Alex 

Chairman of BADIG, Ballymun Active Dissability 
Information Group 

Interview 
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Appendix ii 
 

Breaking Ground Commissions. 
 

Artist or 
Creative 
Mediator 

Commision Details (including community involvement, if any). 

  
Elaine Agnew Commisioned to write an orchestral piece of music, ‘Fire’ and work with 

Ron Cooney and the Ballymun Windband based in St Joseph’s School 
toward a series of performances. 

First and Last 
and Always 

Exhibition of work by various artists all made from objects found around 
Ballymun. 

Kevin Atherton Two Brass Hemi-spheres to be sited in Balcurris park with video link 
sending on-going images for display at the Civic Offices. 

Stephen 
Brandes & 
Brigid Harte 

Superbia Exhibition involved a number of artists being given a room in a 
house in Silogue, Ballymun within which to set up an installation. Involved 
one local artist, John Duffy. 

Gabrielle 
Breathnach 

‘Rita’s Last Stand’. A play co-written through workshops with local people 
interested in amateur theatre. Addressed issues of coming to terms with 
leaving your home through following the history of one family and its 
memories. 

Cecily Brennan Unable to find information 
Niamh Breslin Explored the idea of new homes with children from the Aisling after 

school Clubs. Children designed ‘Play houses’ that were subsequently built 
and exhibited in aXIS Centre. 

John Byrne The horse. Public Statue of young local girl on horseback to be sited at 
Luas Station. 

Adam Chodzco A series of pieces and installations playfully (perhaps surreally) 
questioning our knowledge, our sense or awareness of where we are. 
Placed posters at bus stops on Balbutcher Lane, Ballymun advertising a 
meeting in a town in Norway. 

Andrew Clancy ‘Anode-Cathode’. Large Bronze Public Art Sculpture sited outside new 
Civic Office Complex. 

Elizabeth 
Comerford 

Exhibition of Paintings and drawings completed in response to time spent 
in two evacuated tower blocks. 

Catherine 
Delaney 

Public Art commission for new shopping area. Spilled aluminium laid into 
new pavement area. 

Sinead Dowling Photographic record of families moving into new housing. Photographs 
given to families to exhibit in new homes. 

Jeanette Doyle Worked with women from the Star Project (women in recovery from drug 
addiction) to produce an exhibition of portrait identities. 

Joyce Duffy Collages addressing aspects of human rights and the politics of power. 
Alberto Duman 
and  
St John 
Handley 

‘Periscope’. Plan to create a periscope from the central core of a disused 
tower block. Periscope was attempt to preserve the spectacular views from 
the top floor of the 15 story towers. Never completed. 

Janice 
Feighery 

Exploring social judgements through tea and conversations between 5 
artists and groups of older female Ballymun residents. 

Natasha 
Fischell 

An artist already in residence with St Margaret’s Travellers’ site developed 
project with group of traveller women. Produced paintings that were sold 
to hotels and restaurants in exchange for a meal for traveller group. 
Involved a negotiation in experience for both travellers and the restaurants. 
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Mary 
Fitzgerald 

Installed a fine art press in the aXis centre and ran a series of workshops 
for local people with a view to establishing a print co-operative in the 
centre. Exhibition of work on theme of “Home”. 

Mark Francis Commision to produce 2 large photographic prints for the walls of the new 
Civic Office. Images of wire and stone. 

Jochen Gertz ‘Amaptocare’ Project. One of the 2 largest projects supported by Breaking 
Ground. Involved persuading local residents to purchase a tree which 
would be placed somewhere in the new Ballymun alongside a metal plaque 
with the purchasers response to the question, “If I were a tree what would I 
say?” Names of purchasers to also be set into paving for new Ballymun 
Plaza. Used a local artists to make direct contact and negotiate with 
residents. Intentions based on idea that if residents purchased trees they 
would care more about their environment and that series of single acts 
would create long term values change in the area. Also plan to develop 
Oak Grove in the area. Original project was increasingly problematic and 
2nd element was ultimately shelved. 

Paddy Jolley, 
Recca Trost, 
Inger Lise 
Hansen 

‘Hereafter’ Somewhat elegiac film shot in empty flats in the Shangan area 
over the winter months. It was then projected back onto the exterior walls 
of one of the Shangan blocks. 
 

Andrew 
Kearney 

Originally intension was to bathe one of the 15 story blocks in red lighting 
so that it could be seen from the centre of Dublin. In response to objections 
from residents the site was later changed to the Central Heating Boiler 
House. 

Robert Kelly ‘Four Horsemen’. Commission for a local film maker to produce a fantasy 
piece set in Ballymun. 

Gillian Kenny Worked on the travellers’ site exploring kitch religious imagery and family 
photographs. 

Dave Kinane Clay casting project involving workshops for local people giving them 
accessible skills training. Project also developed a series of large bronze 
ants which were sited on the wall of a small neighbourhood park. Since 
stolen. 

John Kindness ‘Sisters’. Photographed large number of sisters who lived in Ballymun, 
chosing 3 pairs to paint profile portraits of on car bonnets. Now hang in 
civic offices. 

Fuzzy Logic Jazz band commissioned to work with older members of Ballymun wind 
band toward public performance in Templebar. 

Louise Lowe 
and  
Owen Boss 

Drama worker permanently working with Ballymun youth group, the 
Roundabout Youth Theatre (part of BRYR), commissioned to produce 
improvised play in partnership with set designer. Produced 
‘Tumbledowntown’ an exploration of young people’s experience of living 
in Ballymun. Performed not in the theatre but in flat in Shangan Estate to 
an audience of 10 people at a time. 

Paul McKinlay Commission for 3 large paintings for Poppintree Leisure Centre based on 
the recent history of three local families. 

Michael 
McLoughlin 

‘Welcome Back’ Series of light and sound installation pieces focussing on 
movement patterns of people through Ballymun. 

Lia Mills One year long series of writing workshops for local people. Produced a 
book of short stories illustrated by Alice Maher. 
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Cecelia Moore ‘My Space’. Commissioned curatorship by local artist. She has invited a 
series of artists to exhibit a piece of work in a standard sized perspex box. 
The collection of works is currently travelling between 3 different centres. 
New works are added and old ones replaced. 

Seamus Nolan ‘Hotel Ballymun’. Most expensive and perhaps controversial commission 
to date. Involved turning the 8 flats and landing space on the top floor of 
one of the 15 story tower bocks into a temporary hotel. The hotel was 
furnished totally by recycling found materials and some local people were 
involved in that process. The hotel was open for a month and fully booked 
both as an overnight space, a conference and meeting space for arts events 
and community agencies to perhaps revisit their own origins in the flat 
complexes. Groups of visitors were shown round every 30 minutes.  

Hugh O Neil Local resident and ex-prisoner who discovered photography in prison. 
Exhibited a collection of his work. 

Axis and Will 
O’ Donovan 

‘From Demo to Break Through’ All genre music competition presided over 
by professionals from music industry. 6 winning entries performed in 
showcase in aXIS. 

Mick O Kelly Currently researching and developing his commission. 

Perry Ogden Provided 24 young boys with disposable cameras and worked with them 
toward an exhibition. 

Desperate 
Optimists 

‘New Beginnings’ Film – a day in the life scenario set in the new leisure 
centre and swimming pool. 

Voice Our 
Concern 

A project run in conjunction with Amnesty International and Transition 
Year students in Trinity Comprehensive, addressing issues through the 
visual arts. 

Linda Quinlan  Colaboration with Kate Murphy and Martin Healey - worked with Trinity 
students on series of wall drawings and murals, and on a dance piece with 
school children from Virgin Mary National School. Also developed a flag 
on the theme of ‘The Shape of Things to Come’, which is to be built into a 
building somewhere within the new development. 

Ultra Red and 
Sarah Pierce 

In conjunction with Women’s Resource Centre- forged link with group in 
Toronto engaged with similar community development issues. Facillitated 
conversations with activists about achievements and problematic housing 
problems. 

Dean Scurry Currently researching and developing commission. 

Rowan Tolley In conjunction with Roundabout Youth Theatre and Local Samba band, 
Munch. Developed a mime performance for aXIS. 

Corban 
Walker 

Light piece stitching 2 walls together in the new Civic Offices. 
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Grace Weir 
and Graham 
Parker 

‘Sight Unseen’ Film exploring iconic public spaces around Ballymun. 
Recorded and shown endlessly on large TV screen in Shop window in 
local shopping Centre. 

Felicity 
Williams 

‘Personal Belief’ Sound Installation exploring local people’s beliefs. 

Daphne Wright  Public Sculpture for Council Hall in new Civic Building - aluminium foil 
cactii. 
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Appendix iii 

Measure for Measure 
Graeme Evans Model for Cultural Evaluation 

Physical Regeneration Economic Regeneration Social Regeneration 
Policy Imperatives 
Sustainable development 

Competetiveness Social Inclusion 

Land use, brownfield sites 
Compact city 
Design Quality (CABE, 2002) 
Quality of Life and Liveability 
Open Space and amenity 
Diversity (eco, landscape) 
Mixed use/multi-use 
Heritage conservation 
Access and mobility 
Town centre revitalisation 

Un/employment, job quality 
Inward investment 
Regional development 
Wealth Creation 
SMEs/micro enterprises 
Innovation and knowledge 
Skills and training 
Clusters 
Trade Invisibles eg tourism 
Evening economy 

Social cohesion 
Neighbourhood renewal 
Health and well-being 
Identity 
Social Capital 
Governance 
Localism/governance 
Diversity 
Heritage (common) 
Citizenship 

Tests and measurements   
Quality of life indicators 
Design Quality Indicators 
Reduced car use 
Re-use of developed land 
Land/building occupation 
Higher densities 
Reduced vandalism 
Listed buildings 
Conservation areas 
Public transport/usage 

Income/spending in an area 
New and retained jobs 
Employer (re)location 
Public-private leverage 
Cost benefit analysis 
Input/output/leakage 
Additionality and substitution 
Willingness to pay for cultural 
amenities/ 
Contingent valuation 
Multipliers-jobs, spending 

Attendance/participation 
Crime rates/fear of crime 
Health, referrals 
New community networks 
Improved leisure options 
Lessened social isolation 
Reduced truancy and anti-social 
behaviour 
Volunteering 
Population growth 

Examples of evidence of impacts   
Reuse of redundant buildings 
Increased public use of space- 
reduction in vandalism and an 
increase in sense of public 
safety. 
Cultural facillities and 
workspace in mixed-use 
developments. 
High density (live/work) reduce 
environmental impacts, such as 
transport/traffic, polution, health 
problems. 
The employment of artists on 
design and construction teams. 
Environmental improvements 
through public art and 
architecture 
 

Increased property values/rents 
(residential and business) 
Corporate involvement in the 
local cultural sector (leading to 
support in cash and in kind). 
Higher resident and visitor 
spend arising from cultural 
activity (arts and cultural 
tourism) 
Job creation (direct, indirect, 
induced); enterprise (new 
firms/start ups, turnover/ value 
added). 
Employer location/retention; 
retention of graduates in the 
area (including artists and 
creatives). 
A more diverse workforce 
(skills, social, gender and ethnic 
profile). 

A positive change in residents 
perceptions of their area. 
Displacing crime and anti-social 
behaviour through cultural 
activity (eg. youth) 
A clearer expression of 
individual and shared ideas and 
needs 
Increase in volunteering and 
increased organiisational 
capacity at a local level 
A change in the image or 
reputation of a place or group of 
people 
Stronger public-private 
voluntary sector partnerships. 

The incorporation of cultural 
considerations into local 
development plans. 
Accessibility (dissability) public 
transport usage and safety. 
Heritage identity, stewardship, 
local distinctiveness/vernacular. 

Creative clusters and quarters; 
production chain, local economy 
and procurement; joint R and D 
Public private voluntary sector 
partnerships (mixed economy) 
Investment (public private 
sector leverage). 

Increased appreciation of the 
value and opportunities to take 
part in arts projects. 
Higher educational attainment 
(in arts and non-arts subjects). 
Greater individual confidence 
and aspiration. 
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