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introduction
The underlying thesis in this paper is that community arts in principle can
contribute to political, cultural, social en economical change in a wide variety
of ways, and thus contribute to transformation towards an inclusive society.
There is sufficient evidence showing how community arts made such
contributions under apartheid, and continues to do so0, albeit under different
circumstances and with changed foci, in the democratic South Africa. The
impact of the arts on economic and social development-~and particularly
active participation in art activities— has been reported elsewhere (Matarasso
1997; Arts Council England 2004). However, there are limitations and
challenges to community arts, and the real or potential contributions are often
contested, simply not realised or not sustainable. The focus of this paper will
be on the challenges which community arts in South Africa face in their
contribution to the current transformation towards an inclusive society. The
arguments will be grouped around three questions:
1. What are the key issues in the transformation of South Africa towards
an inclusive society?
2. How can community arts in South Africa contribute to sustainable
transformation?
3. What are the challenges to community arts projects in their contribution
towards an inclusive South Africa.

1. What are the key issues in the transformation of South Africa
towards an inclusive society?

The apartheid legacy

Despite ten years of democracy, South Africa today is in many respects a
divided and exclusive society. The country is in the midst of transformation,
with much uncertainty about how an inclusive South Africa will be achieved,
and how it will look. For a large part of the population the impact of
institutionalised apartheid is still felt in their exclusion from those goods and
services that are generally considered valuable for sustainable livelihoods
(Saloojee 2001). This legacy could be summarised as follows: (ANC 1994 pt
1.2)

« For over a century South African life — at least for the majority - was
dominated by colonialism, racism and apartheid. A minority
government used laws and its security forces to exclude Africans from
national political processes, ultimately including physical oppression
and imprisonment. This led eventually to waves of violence in which
thousands died and a culture of violence as a solution of problems was
entrenched.

e Housing, education, health and welfare, were racially segregated and
unequally resourced due to discrimination, resulting in
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compartmentalisation of life and the mind, underdevelopment of rural
and black townships, and exclusion from land, services and
employment opportunities. Much of this segregation still persists today,
continuing the resulting loss of dignity and inhibiting individuals’ link to
mainstream life. The country experiences high levels of criminality and
insecurity, and pervasive prejudice and distrust between cultural
groups.

¢ The South African economy was built on systematically enforced racial
divisions in the labour sector characterised by an exclusion of blacks
from higher level (and better paid) jobs, by restrictive access to training,
and through unequal wages and benefits. Rural Bantustans became
dumping sites for the unemployed or the home for families whose
fathers and sons worked in the cities or on farms. This inequality led to
a dual economy, segregated labour markets and structural
unemployment. _

» Western cultural paradigms and values dominated society in those
areas where welfare was created. the education system, places of
social interaction and main industries. African values were encouraged
in the Bantustans, but were often used to exclude African people from
mainstream culture. Through the segregation of institutions and
infrastructure, and discrimination in the allocation of resources, African
cultural expressions were marginalised and intercultural exchange
prevented. Through strict information control in the media, people's
minds were colonised.

« Political, economic, social and cultural exclusions are usually
interwoven (Roskilde 13). The result was, and still is to a large extent, a
politically, socially, economically and culturally divided country, where
many people are still living within the ‘vicious cycle of exclusion and
disadvantage” (Salojee 2001:3). A discussion, therefore, of the
contribution of community arts centres to transformation will have to
take these sectors into account.

The impact of globalisation

In addition to this legacy, South Africa as a developing country has been
experiencing the impact of globalisation since the late years of apartheid and
the suspension of the international boycotts. Despite the availability of natural
resources and assets, the economy is still largely determined by international
corporations and highly industrialised countries that dominate the so-called
‘free markets’. The impact of globalisation had a major impact on social and
cultural development in two ways. First, the corrosive influence of
Americanisation of culture and a tendency towards individualism, second, the
need to satisfy markets for diverse cultural products, and a renewed
awareness of diversity (Chidester 2003:2).

Transformation towards an inclusive society
South Africa goes through a turbulent transformation process, which aims to

move the country from a deeply divided society to one in which “diverse
people unite: (motto on the national coat of arms; Chidester 297).



Transformation has indeed become a key issue, with a tendency to become
an objective in its own right, separate from critical analysis of the impact of
various transformation processes. The transformation process itself is
dynamic, with shifting positions of major role players, such as the government
and unions, around issues such as labour, black empowerment, human rights
and cultural diversity. This transformation process includes ali sectors of life,
political, social, economic, cultural en environmental. The underlying
principles of transformation are summarised in the preamble of our
Constitution, stating inter alia that we:
* Recognise the injustices of our past;
» Believe that South Africa belongs to all who live in it, united in our
diversity
* Aim to heal the divisions of the past and establish a society based on
democratic values, social justice and fundamental human rights;
Lay the foundations for a democratic and open society
+ Improve the quality of life all citizens and free the potential of each
person; and
» Build a untied and democratic South Africa

In the South African democratic context transformation aims for (RSA 1994).
« Equality for the law, in access to jobs and education, and requiring
respect and tolerance
+ Redistribution of resources, institutions, land and wealth
» Restructuring of institutions, the law, leading to social cohesion and
inclusion
o Justice, in all legal matters, but also social justice

Foci in the struggle towards an inclusive South Africa

A number of foci have emerged in the struggle for transformation towards an
inclusive South Africa. Most of the foci are determined by government
strategies and policies for growth and development (RSA 1984; RSA 1996b),
but the foci are also grounded in the broader debates around democratisation
and nation-building, which have been taking place since the 1950s.

The first focus deals with the establishment of new democratic systems and
legislation to provide for equality, redistribution and restructuring, e.g. the
formulation of the South African Bill of Rights as enshrined in the Constitution
and the legal system. The results are reflected in attempts to increase poor
people’s access to basic services and infrastructure (housing, water,
electricity, communication), quality education and jobs and equal opportunities
in the economic sector. Community arts are viewed as important entry points
of cultural democratisation (see below). However, gaps remain between
policies and their implementation and between theory and practice. It is clear
that formal policies do not necessarily change people’s minds and action
(Pretorius 2003) and that practices in labour, the economy and service
provision often remain inequal. In addition, particularly at local government
level — where community arts take place —implementation is often
insufficient due to a lack of human capacity and resources, and increasing



levels of self-promotion and corruption. In addition, particularly poor people
lack the ability to negotiate for better treatment or leverage in the political
sphere.

A second, economic, focus is around employment creation, narrowing the gap
between the “first” and “second” economies, the redistribution of wealth, the
tension between neo-liberal economics and trade unions, and the impact of
HIV/AIDS on the economy. South Africa has a dual economy, a dual labour
market and a society divided in haves and have nots. The need to link the
‘first economy” and the “second economy” has become a core issue in
presidential and ministerial speeches (Mbeki 2004, 2005). However, this
attempt to fill the gap is marred by a pervasive competitiveness, which has
become the prime objective not just of enterprises but also of society as a
whole (Petrella in Bessis, 1995:18). As a result the power of trade unions has
decreased substantially and the main national forum for negotiations between
government, trade unions and civil society (Nedlac) has lately become almost
non-functional. The rich increasingly fortify their positions through physical
and economic means, often in an attempt to protect their property against
crime (e.g. restricted access to their neighbourhoods). The poor are
negatively affected by the industries’ demand for higher skills (which the poor
lack) and the impact of HIV/AIDS (between 15 and 24% of the South African
population is HIV positive), The Gini Coefficient remains one of the highest in
the world (.61).

In the social sphere the focus is on two main areas: a) the increase of social
cohesion, social capital formation and identity formation, and b) reducing
poverty by providing welfare support by the state. Social cohesion is built in
two ways. First, in an attempt to reconcile the historical social rifts,
government emphasises the need for a national identity, e.g. in the president’s
State of the Nation speeches (Mbeki, 2004; Chidester, 2003: 295), and a
shared future through a social contract of citizenship (Roefs, 2004). A major
role in reconciliation was played by the Truth and Reconciliation Commission.
It is believed that an increased alliance to a national identity will consolidate
our new democracy, lead to a growing respect for human dignity and
tolerance, to increased levels of political participation and the waning of all
forms of discrimination (Chidester 2003:295). At the same time, there is an
increasing demand for recognition of cultural diversity within the one nation,
e.g. in the demand for mothertongue education in all eleven official
languages, and the establishment of a Commission for the Protection and
Promotion of Cultural, Religious and Linguistic Communities (Emmett & Hagg
2000). The tension between a South African national identity and cultural
group membership is part of an ongoing debate about the ‘rainbow nation’
concept. However, there is a need for more clarity on the notions that are
used in the debates, such as social cohesion, inclusion, identity and social
capital. The demand for welfare provision the state is a reaction to persistent
poverty, loss of income due to HIV/AIDs (death of breadwinners), and an
exclusion from basic services, career development and markets. Welfare
support through children and pensioners grants presently reaches over 7
million people, and prevents a total collapse in poor communities. In many
cases whole families of up to 10 members depend on the pension. On the



other hand the grant system is abused at a large scale by officials, of whom
over 40,000 are presently investigated for fraude.

Of particular importance to our subject (i.e. community arts) is the role of
culture in society. The abuse of the government-enforced cultural identity
based on race and ethnicity under apartheid has made the concept and
practice of cultural promotion unnameable during the 1970-1990s, except in a
critical way. Since 19290 cultural identity has re-emerged in the political
debates as a major issue for a number of reasons. First, local culture is seen
as an antidote to the impact of globalisation and Westernisation. Global
culture, mainly Americanisation, has made major inroads particularly among
youth in South Africa. Status symbols, such as cars, cellphones and other
material goods, have become important tools for social identity formation.
Government has accepted the challenges of international “free” markets for
economic reasons, However, in the cultural arena local cultural identity is
actively promoted in the public media and funding of the arts. South Africa is
one of the leaders in the International Network for Cultural Diversity (Hagg
2001). Second, political and cultural leaders increasingly emphasise the need
for identification with Africa, and cultural identity is an important denominator
in this regard (African Renaissance, NEPAD,) (Chidester 2003:309). African
traditional and contemporary customs and products are promoted through
training, product development and protection of local market shares (Proudly
South Africa). Third, there is an attempt to make provision for diverse cultural
groups, e.g. through the establishment of a Commission for the protection and
promotion of rights of cultural, religious and linguistic communities. There are
a number of problems with these three approaches to cultural identity. In the
political arena government is focusing simultaneously on Africanism, which
would exclude Western cultural forms, and the right of non-African cultural
group identity (Chidester 2003: 309). However, these are often in conflict or
competition, and political statements often lead to friction. Furthermore, new
cultural identities are created through merging global and local trends,
particularly among the younger generation, which on the one hand enriches
society, on the other hand undermine cultural traditions that are valued by the
older generation.

Transformation as a systemic negotiated process

Two issues seem to be important at this stage in the discussion, First, the
above trends and foci cannot be studied in isclation. As in the sustainable
development debates, the foci are interdependent and intertwine, and must be
studied systemically. This makes any discussion complex and lengthy, which
may lead to a loss of interest among people. Second, as these changes have
a high impact on both the privileged minority and the marginalised majority in
the country, there is a strong need for negotiation and reconciliation to ensure
that the processes are fully inclusive. South Africa has indeed become a
country of negotiated deals, often highly successful, but requiring continuous
attention and energy. Negotiation skills have become a primary requirement
for participation in an equitable and inclusive society. Lack of such skills
among the poorest often leads to their continued marginalisation and
exclusion. Both issues contribute to high levels of crime and corruption.



2. How can community arts in South Africa contribute to
sustainable transformation?

The arts as instruments for social change

Culture and the arts can be important aids for participation in a democratic
society (Pinxten 2003:22). However, culture remains a vague concept and is
difficult to use as a direct instrument for social development. The arts as
tangible activities and products seem to be more useful when a need exists
for visible change. Socio-artistic projects in many countries have contributed
towards a more inclusive society. The arts in general can contribute effectively
for at least two reasons. First, they are have always been integral to human
existence. South Africa has thousands of rock paintings and engravings of
high quality, and to date dance, music and story-telling remain important
activities in all communities. Despite a trend in Western countries over the
past five hundred years to make the arts a field of speciality (Alsop),
communal art practices and collective participation in the arts persist in South
Africa, although diminishing for reasons that will be discussed below. Human
beings have a need to express their feelings, experiences and values through
artistic practices. Second, the arts can be experienced, rather than be known,
and thus impact more deeply on people’s behaviour than printed knowledge
exchange. Good writing and performances have a deep and long-lasting
impact on people. This impact increases when audiences become
participative or communities become involved, as in community arts
(Matarasso 1997, ).

Community arts and change towards an inclusive society in South
Africa hefore 1994

in South Africa, with its scarce resources, clarity of definition is often ignored
to ensure inclusivity of the maximum number of beneficiaries or stakeholders.
Therefore, the concept community art is used here in its widest sense, that is,
art produced collectively or communally, and art that is created at a
community level (non-specialist or non-professional production). Community
level production does not necessarily result in low quality, but that its nature is
the sharing of production, internalisation and enjoyment. In the broadest
sense community art is owned by the community, not the art market.
Examples of community arts are local festivals, participatory activities in local
arts or community centres or schools, and initiatives by individuals or
organisations to activate communities in the participation in cultural days or
celebrations.

The nature of community arts offers opportunities for contributing to the
transformation of society, because it is at ground level where exclusion and its
impact are felt most deeply. “Exclusion is very much a lived experience’
(Salojee 2001:2). Individuals can ignore national political exclusion if basic life
requirements are fulfilled. Particularly the poorest are more concerned about
their food and shelter than democratic participation. As soon as it affects the
daily lives of individuals and their families, e.g. through the lack of basic needs
and self-fulfilment , exclusion becomes painful and traumatic.



The potential of community arts in bringing about social cohesion was evident
in South Africa under apartheid. Through government subsidies the formal
arts flourished among the privileged White minority. Infrastructure was well
provided. Four major theatre complexes and many smaller local theatres,
highly subsidised by government, provided for the artistic needs of Whites. Art
education was offered in all white schools and a proportionally large number
of universities, However, in the Black townships and rural villages, virtually
none of these opportunities existed. This discrimination was managed through
the designation of culture as an ‘own affair', which meant that ethnically
structured departments provided for separate services In reality this meant
that extremely limited resources for African cultural development were
provided. Black cultural organisations, like the Federated Union of Black
Artists, Funda Arts Centre and African Cultural Centre, challenged the
privileges of the White minorities and the undermining of cultural growth in the
Black communities, by initiating community arts projects. These projects
counter-acted the exclusion in a number of ways.

First, the projects contributed to the building of social and cultural capital
among the oppressed. At an organisational level, harassment by the state
resulted in cohesive informal structures in which loyalty and mutual trust and
protection dominated. The projects also mobilised the oppressed community
in a single mass-democratic movement, through protest theatre, film, posters,
visual arts (Kavanagh 1985Campschreur & Divendal, 1988; Young 1988;
Williamson 1989). The impact was experienced particularly among youth that
fought against enforced language use in the education system (June 16,
1976). Government being a single enemy to all oppressed people resulted in
social cohesion among a variety of cultural groups. Especially the
government-enforced identity, based on race and ethnicity, led to the
emergence of non-racial cultural alliances. Second, the community arts
functioned as a platform for cultural production, so-called cultural weapons,
against the state. The inaccessibilty of formal infrastructure led to
performances in the streets, backyards, shebeens, community halls and
community arts centres. These locations became the cultural training grounds
providing alternative education and training to young artists who were
excluded from formal institutions, Many of the current famous artists went
through these training process, e.g. Miriam Makeba, Abdullah Ebrahim, Jonas
Gwanga. These arts activities also led to an informal arts market, which was
restrained in South Africa, but made its marks overseas, and providing
economic empowerment to a number of community-based artists. Third, the
community arts projects showed the fallacy of enforced segregation in the arts
sector. For many years artists could only engage with audiences from their
own ethnic group. A number of progressive White and Indian artists used the
community projects to remain involved in Black empowerment, making
nonsense of the artificial boundaries, “leaping over them with such
insouciance as to make one wonder if indeed they exist at all” (Kahn in
Matarasso 1997, 33). Lastly, community arts strongly contributed to
international mobilisation. The export of community arts products and
productions led to a cultural boycott against the South African state. Through
international cultural conferences (Campschreur & Divendal, 1989)
international solidarity was mobilised providing funds for South African



community art organisations and centres and exchange programmes (e.g. the
Triangle Workshops initiated by UK based artist Anthony Caro).

Community arts and transformation after 1994

Cu'tural workers during the Constitutional transition period (1991-1995)
strongly believed that community arts would significantly contribute to
transformation in the post-apartheid South Africa. The transformation
objectives originally focused on the issue of redistribution and redress. A
report on the arts commissioned by the new government in 1995 consistently
emphasised the need for transformation, and included a separate chapter on
community arts, which, infer alia, stated as objectives “to promote and
develop a tolerant, democratic and multi-cultural society ... to nurture artistic
and cultural pluralism ... to make the arts and culture more accessible to all
...and to redress past imbalances in the arts and culture, including the
affirmation, promotion and development of artistic practices and cultural
manifestations which have been historically marginalised (ACTAG 1995:4,5).
The 1996 White Paper on Arts, Culture and Heritage confirms these
objectives of valuing diversity and equitable development, and highlights the
healing role of arts and culture through promoting reconciliation (DACST
1996b:6). Both documents emphasise the role of community arts centres for
the provision of access and redressing imbalances and past inequities
(ACTAG 1995:175; DAC 1996b:17). However, the focus of these two key
documents still remained on structural and institutional issues, such as
infrastructure, organisation building, rather than on programmes and activities
for service delivery. In the community arts sector itself, the interpretation of
inclusiveness also remains focused on redress, and particularly more
resources and infrastructure for community arts practices. The main subject is
funding and organisational maintenance, rather than on activities and
programmes, and their impact on society. As a result the nature of community
arts and their impact on society in the new South Africa are not addressed.
Very few evaluations have been made of the impact of community arts at
ground level, and particularly in the areas of social cohesion and identity
formation. It was only in recent discussions around cultural diversity and
globalisation, that the issue of inclusion in terms of social cohesion and
intercultural co-operation became relevant. These debates, however, take
place at high political levels, rather than in communities.

The (potential and real) contribution of community arts to an inclusive society,
as it appears in the debates can be summarised as follows:

» Community arts offer maximum participation in cultural activities, but
also in democratisation processes. By accepting a low entry level and
providing resources in poor communities, individuals and organisations
are given access to the arts, e.g. as audiences or participants in local
drama or music performances. This is particularly important as most
formal infrastructure and ‘high art’ opportunities are far from the
suburbs where the poor live. Participation in the arts increases people’s
ability to reflect and comment on life, and become critically
experienced, communicative and able to negotiate (Gouws 2003: 60).
These skills are important for participation in democratic processes,
such as voicing community opinion at Ward meetings or political



gatherings and imbizos (meetings between Ministers and
constituencies).

More than any other human activity, culture — and art as its most
highly-charged expression — is concerned with values and meanings
(Matarasso 1997 84). Social inclusion at its deepest deals with sharing
of values, and tolerating difference, Community arts allow people to
express these different or shared values through mediums that
simultaneously allow emotional involvement (through self-identification)
and yet allow participants to maintain personal distance (through the
medium)

These values also play an important role in identity formation.
Participation allows people to discover their own identity through self-
expression, and enable them to make choices about cuitural identity.
This could be in terms of membership of a particular cultural community
(through intercultural understanding) or emphasising national identity
(broad shared values). The latter is often part of cultural citizenship, the
right to belong in a participatory democratic sense, with free choice
(Chidester 2003: 298)

Participation in community art activities promotes respect for cultural
differences (Matarasso 1997. 27). In South Africa different cultural
identities often negotiate a shared understanding or future view through
artistic participation. As Keil and Feld argue, and Kwenda illustrates
(Kwenda 2003: 60): Africans prefer to dance together rather than use
logical argument to overcome differences and animosity (in Pinxten,
2003; 17). The community arts are viewed as important for building
social capital across cultural boundaries, or for intergenerational
contact (Matarasso 1997: 34).

Community arts enable participants to rediscover their past together,
develop a collective memory, like an undiscovered territory (Chidester
2003; 312). Often youth feel trapped by their environment’s definition of
itself, while they realise that there is a cultural heritage that is shared by
different generations (Matarasso 1997: 29). Particularly in South Africa
the rediscovery of African roots (African Renaissance) occurs through
community arts activities in which the older generation transfers its
heritage to the youth.

We live in a knowledge society, where everything is information, but
little is experienced or internalised, increasing abstraction in our
understanding. As Pinxten (2003:22) argues, philosophy, science and
the arts are equal-value means of knowing and understanding reality,
and mutually supportive. Community arts promote a knowing and
understanding of reality, which is different from scientific knowledge,
but as valuable, particularly in the transfer of knowledge. The arts
provide a language of emation which is crucial to such communication
(Kwenda 2003: 70). This is particularly evident from festivals and
celebrations of the past, which inform people in an experiential way.
Social problems are never fully resolved but simply abate and re-
emerge in different forms at different times. This requires creativity in
breaking stereotyped views and roles, and finding new ways of
addressing problems and new roles for people. Community arts
projects and centres are safe locations for creative experiments and
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experiences, that empower people to apply this creativity in other parts
of life.

* South Africa experiences high levels of crime, A main cause is
boredom and lack of self-fulfilment due to unemployment, With official
unemployment figures of 35-40%, and more in the black township and
rural areas, paricularly youth lack opportunities for creative and
stimulating activities. As in other parts of the world, art in prison
projects facilitate better re-entry of society by ex-prisoners (Matarasso
1997: 36). In South Africa several community arts centres are involved
in such projects, while national government has initiated a programme
of action involving a large number of prisons.

o Community arts in South Africa aim at the increase of access to
economic opportunities. Art and craft markets were traditionally
dominated by white producers who had adequate training and
infrastructure. Both the ACTAC report and the White Paper on Ars,
Culture and Heritage emphasise the use of community arts centres as
bridges or platforms for training in skills, product development and
marketing at a competitive level. A national investigation into the
cultural industries, has identified the need for craft promotion at local
level (CSG 1998). The National Department of Arts and Culture has an
Investing in Culture Fund of over 10 million euro which invests heavily
in community based production groups and small companies.

3. What are the challenges to communily arts projects and
centres in their contribution towards an inclusive South
Africa”?

There remains a vast gap between the high potential of community arts in
contributing to an inclusive South Africa and the reality that community arts
organisations and communities experience. Despite the high hopes during the
political transformation process and the optimistic undertakings appearing in
funding proposals from community art organisations, in reality this arts sector
struggles to survive. In many cases community arts projects and centres have
decreased their production, or stopped functioning completely (Hagg 2005).
Many reasons for this deplorable state can be mentioned, but the following
discussion will focus on those that are relevant to the issue of inclusiveness.
The discussion is structured according to three types of challenges:
conceptual, contextual, and implementation or practical.

Conceptual challenges

The first conceptual challenge is the difficulty of defining community arts,
Without clarity on what community arts is and how it differs from other art
forms, it is difficult to mobilise funders and community supporters. For
example, the National Arts Council of South Africa for the first six years of its
functioning refused to recognise community arts as a valid category for
funding. Little theoretical work has been done on community arts in South
Africa (van Robbroeck 1991; Hagg 1991, 2001). Under apartheid activists in
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the community arts sector had little time to document or theorise, or had to
work in secrecy, and after 1994 writing about the arts increasingly focused on
art disciplines and broad cultural issues. The arts sector at large is also
increasingly market-oriented, i.e. people are building professional careers for
an income (and fame). Leaders in the community arts sector under apartheid
have often entered the public service or specialise in community work that is
more easily funded., Of all the proposals on community arts in the 1995
ACTAG report only the building of community arts centres has materialised
(41), and this in such a way that they became liabilities rather than assets.
The revival of these and other community arts centres is being addressed in
the South African-Flemish Community Arts Centre project, and to some extent
at provincial and local level (Hagg & Selepe 2002; Hagg et al. 2003). Most
debates around inclusion and the revival of the community arts happen at a
national level rather than at a community level. Few people on the ground
have ever heard of, let alone understand the issues, of inclusion, social
capital, social cohesion and identity formation.

As is weli-known, the notion of community has many conceptual problems Its
meaning is often determined by the users' political and social context
(Thornton and Ramphele in Boonzaier & Sharp, 1988:29). Under apartheid
government interpreted community as meaning people with a shared ethnicity,
while for the resistance movement it meant deprived people living together
due to state enforcement {(Hagg 2001:39). Since 1994 new communities
emerge, often transient and experimental, where freedom of movement and
association stimulate people to cross traditional boundaries, and even create
new identities. In many cases membership is on short notice and of short
duration (Robins 243). It is expected that the formation of new communities
will continue for a long time, and will probably remain an integral part of future
social formation,

Similarly, identity formation is a complex phenomenon and conceptually
difficult to define. People have different identities, under different
circumstances and situations (Pinxten 2003: 84), and tension often exists
between particular and universal identities. Community arts in the quest for an
inclusive society often exposes members to new identity forms, even global
trends that are attractive to community members. Pinxten (2003: 86) argues
that the dynamics of identity develop through three dlfferent dimensions: the
personality, the social and the cultural dimension’. The tension between
individual and community has increased in South Africa, due to freedom of
association, and makes it increasingly difficult to define community as a
category that makes sense in political and cultural development. There is a
pervasive tension between art as individual expression and the need for
collectiveness (shared values and actions).

A related ambiguity is found in the terms social capital and social cohesion.
The wide range of interpretations seem to make them vague terms, much like
Adam Smith’s ‘invisible hand’ of the markets (Chidester 2003, 301). Within a
multi-cultural society social capital often means adherence to specific cultural
groups, which easily leads to exclusion of ‘others’ (the downside of social
capital, Woolcock 1998). Within the South African discussions social cohesion
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refers to either accepting unity in diversity (government) or support to own
cultural or ethnic group (Africanists, Afrikaners). From an Africanist view the
concept of Ubuntu is promoted (Mbeki 2005), meaning that the individual's
existence depends on membership of a group, and including the need for
reconciliation and public showing of respect for others.

Contextual issues

On a contextual level, a number of challenges exist. First, South Africa
belongs to both the Western and the African world, with a clear gap between
them. On the one side one finds highly developed cultural industries, on the
other hand survival craft production. In between an increasing number of
entrepreneurs build linkages and mixtures, but aiming for the high ground.
This gap and the intermediary activities impact on community arts. For
example, powerful media companies and professional arlists attract larger
audiences and buying public than the low-capacitated arts projects.
Government funds community-based productions but focus on cultural
entrepreneurship, product development, market access and a requirement to
show positive impact over the short term. However, community arts seldom
show spectacular results and are less attractive to funders. Successful artists
from community projects tend to migrate to the professional sector. This
provides role models to youth, but deprives arts projects from their leadership.

As mentioned above, globalisation creates a totally new arena for community-
based activities. On the one hand international, and particularly American,
entertainment industries draw major audiences, leading to global cultural
consumerism, These cultural forms influence productions in the arts centres
as untrained youth come with expectations based on Hollywood culture,
Global cultural tourism also influences production to satisfy the ignorant taste
of visiting tourists. On the other hand, as Pinxten (2003:14) argues, such
globally produced or superficial knowledge and information does not
necessarily make citizens more mature, but often rather mightless and
alienated from concrete experiences. Many people want to remain actively
involved in creative work as an alternative to passive entertainment, However,
this is often absorbed by computer games or social engagement, especially if
artistic leadership and infrastructure are lacking. The community arts are
challenged to provide creative and imaginative participatory activities that
remain authentic for the local participants.

Cultural diversity receives increasing attention, in a variety of ways.
Government officially promotes cultural diversity, and community arts centres
are viewed as locations for the needs of specific cultural groups.
Simultaneously, there is a need for social cohesion around national issues
and nation building, and community arts projects are often recruited for this
purpose, Through national programmes communities are exposed to different
cultural expressions. National government also subsidises international
exchanges. At a community level cultural organisations often promote the
cultural roots and heritage through the arts, e.g. traditional music or dance,
cuisine and clothing. Debates on what is authentic to a community are
prevalent, Community art projects stimulate cultural pride and offer
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opportunities to showcase diversity to own people and tourists. However, the
chance of ghettoism is real, particularly in isolated communities (FPinxten
2003.70)

South Africa is still characterised by an entrenched geographical segregation,
resulting in little intercultural contact. Although many Africans have moved into
traditional White suburbs, there are seldom completely accepted, and often
maintain their links to the black township community. Most community projects
take place in the black townships, and draw very few Participants from other
communities, partly due to fear for crime or distrust." This easily leads to
ghettoism and isolation, which is even more evident against exposure of users
to the mass media. The most successful cultural interaction takes place in
metropolitan central areas, such as Newtown in Johannesburg, or at large
festivals, such as Grahamstown Arts Festival.

Although a separate Department of Arts and Culture provides for artistic
needs in general, as a whole culture has become a supportive phenomenon
for government strategies on economic empowerment, youth development or
identity formation. No sector-specific policies exist for community arts. As the
arts are a provincial competency, local government as the main government
stakeholder, generally support community arts only for non-artistic purposes,
such as enlivening political rallies, embellishing local offices, tourism attraction
and youth development. The lack of partnership between local government
and community arts projects has impoverished both, and mostly, the
community.

Lastly, the HIV and AIDS pandemic impacts on community art projects in at
least two ways. On the one hand, the organisations are mobilised for AIDS
awareness productions. This results in the best cases in influential
productions and some income for the artists, but more often alienate
audiences, and particularly youth, from the message due to overfeeding with
artistically mediocre productions. On the other hand the pandemic takes its
toll, depleting the capacity of the arts project through the deaths of capable
and trained artists, role models and followers.

The complexity of these contextual challenges seems to have a negative
impact on creativity in the community arts sector. Under apartheid it was much
simpler: there is one enemy, the state, and culture is a weapon in the hands of
the oppressed. Already in 1991 ANC stalwart Albie Sachs analysed the
coming challenges in the post-apartheid era. In a provocative paper he asked
whether South Africans would have enough cultural imagination to adequately
depict the new South Africa. How would artists and cultural commissars move
from a narrow view of culture and solidarity criticism to real social criticism,
which embraces ambiguity and beauty (Sachs 1991:20). Indeed the arts
between 1994 and 2004 went through identity crises, as reflected in the
stereotyped productions at major cultural festivals. However, the emerging
revival was led by professional artists and often by-passed community aris
projects that did not have regular contact with progressive art organisations or
training institutes.
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Challenges at a practical implementation level

For most community arts projects the prime challenges remain at a very
practical level, related to implementation, Debates about identity, social
cohesion and capital building do exist among community members, e.g. what
are authentic Zulu, Ndebele or Sotho cuitural heritage and products. However,
the more comprehensive debates take place in the realm of politicians and
academics. On the ground inclusion often means access to resources to
ensure survival and sustainability of projects, or access to a community
project for non-members. Practical challenges often prevent community
leaders from strategizing around more conceptual and contextual issues,
resulting in short-term planning and deterioration of visions and strategies.
However, community art project generally have little choice.

Practically South African community arts are severely limited by the lack of
champions in decision-making environments, such as government and
funders. Research on the community arts centre sector in South Africa
highlighted the importance of political leaders as champions to ensure that
community arts are included in national, provincial or local budgets (Hagg &
Selepe 2002). A formal declaration of the Deputy Minister of Arts and Culture
that community arts would become a departmental anchor programme paved
the way for multi-million Rand funding for arts centres, which allowed them to
hecome more inclusive. In contrast the disinterest of a provincial head of
department resulted in non-funding for its own arts centres for years and
excluding their communities from arts practices (Hagg et al. 2003).
Champions can be local cultural leaders with good communication skills. In
many community arts projects prominent local artists lobby among politicians
and funders for support, after having successfully mobilised the community.
Lack of government support is often the result of lack of policies that would
strengthen the case of community art organisations in lobbying. In addition,
South African local cultural leaders are often unaware of policies that would
support their cases. Part of the South African-Flemish community arts project
was the dissemination of such policies and capacity building of community
arts leaders about legislation and policy.

No community arts policies exist in South Africa, and Constitutional allocations
of municipal functions do not include culture. As a result most municipalities
excuse themselves from the responsibility for local artistic development. This
is exacerbated by the fact that most municipalities are poor and lack the
capacity to deliver even basic services. As a result local art initiatives have to
find funds at provincial and national level, where competition is higher and
requirements more stringent. Research on community arts centres highlighted
the difficulty for arts centres to be included in funding initiatives due to low
capacity for proposal writing and project design, resuiting in lack of funds to
acquire the staff for this much-needed capacity.

Very few community arts organisations have the capacity to satisfy the
requirements for financial and other types of accountability. Although logical
for government, the financial management legislation poses serious
challenges for local organisations with regard to appointment of qualified
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people in their administration. On the other hand, provinces and municipalities
also lack the ability to manage the development of community arts projects,
which form part of their mandate. As a result evaluation of project is ofien
insufficient for long-term empowerment of both parties, and relationships
easily go wrong, with negative results for both.

The complex South African situation of community arts requires multi-skilled
managers who can handle relationships with government, artists and
audiences, manage organisational systems and facilities, and can lead artists
and educators for service delivery with a minimum of resources. As no
specialised training has been available in South Africa, most community arts
leaders are self-made and taught, or come from other sectors such as social
welfare or industries. Increasingly university graduates accept the challenge of
managing community arts projects, due to a scarcity of formal jobs and the
need to remain involved in arts practice. However, they often experience a
gap between their own training and the understanding of issues by community
members. Conflict and exits of managers and artists are prevalent in all
community arts projects. Those managers that grow their capacity through
education and training are often lured to the more lucrative formal cultural
sector or government, leaving collapsing organisations behind,

Inclusion in South Africa is often interpreted as equal rights to resources for all
applicants. This has a positive and negative impact. Increasingly the poorest
organisations get a chance to be funded and perform. On the other hand to
ensure an equitable share, resources are widely and thinly spread, and
allocations are often insufficient for full implementation of proposals. Funding
is often limited to a maximum of three years, which is too short for community-
based development.

Community arts project experience heavy competition for audiences which
cannot afford to support all artistic productions, and often prefer passive
entertainment rather than joint action. It is not unusual to have a small
permanent core group that supports a project, while audiences fluctuate
according to the quality or fame of the performer during a festival. As a result
funders and art organisers tend to prefer events in which artists of national
stature perform (consuming a large part of the budget), often to the detriment
of the local artists. The capacity of community arts centres for mobilisation of
communities and organisation of appropriate projects also remains low due to
lack of local communication facilities, such as community radio, or the high
cost of posters and banners.

Experience in managing community arts exists in South Africa, particularly in
urban areas. A number of older experienced arts centres exist in the major
cities. Attempts to bring together vanguard and new community arts centres in
order to empower the full sector, are slowly developing, but may be too late
for many arts centres and projects.

Conclusion
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Theoretically community arts are ideal vehicles for the promotion of a socially,
economically and culturally inclusive society. It appears that in practice the
challenges and constraints have led to a deterioration of community arts
projects. There is still a need for an overarching vision and strategy, both in
government and civil society. References to social inclusion, identity
formation, nation building and cultural promotion are increasing in speeches
by political leaders. The building blocks for the use of community ants in these
strategies are emerging slowly from government initiatives, but there remains
a dire need for consultation, co-operation, theoretical discourse, policy
formulation and willingness to place community arts higher on the agenda of
government departments, funders and communities.
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" “Identiteits dynamieken worden via drie verschillende dimensies ingevuld: de persoonlijkheids-, de
gocialiteits- en de culturaliteits dimensie.” Pinxten, R. 2003: B6.

" For example, a government contract music teacher in the (traditionally white) Sasolburg refused to
teach at the arts centre in the black township of Zamdela due to fear of crime. Much social interaction
is needed to draw white people to the black townships. An increasing exception are the black cultural
tourist operators who arrange trips to historically important sites in the townships,



Community arts and the struggle for an inclusive South Africa

(summarised text)

Gerard Hagg,
Human Sciences Research Council, Pretoria
South African-Flemish Community Arts Centre Project

Introduction

South Africa has been a divided society for more than a century, a time
in which the majority of the population was excluded from political,
social, economic and cultural rights that are typical of a democratic
state. This segregation was institutionalised by the apartheid
government between 1948 and 1986. In 1994 a democratic government
was elected, which adopted as one of its main objectives the
transformation of South Africa into an inclusive society. Although you
may be generally aware of this history, | will touch on some of its
elements as a background to the main discussion on community arts
and an inclusive South Africa. You will understand that for this occasion
the analysis will be highly simplified.

| would like to discuss the topic by addressing three questions:
« What are the main issues in the transformation of South Africa
towards an inclusive society?
» How can community arts in South Africa contribute to sustainable
transformation?
e« What are the challenges to community arts projects in their
contribution towards an inclusive society

Main issues in the transformation of South Africa towards an
inclusive society

Despite significant progress towards a democratic state, the apartheid
legacy of exclusion has in many respects continued after 1994. The
integration of segregated services at community level has only partly
succeeded, due to limited resources and a pervasive lack of capacity in
government departments and civil society. Particularly in the poorest
areas many people have no access to sustainable basic services, such
as water, electricity or communication technology. With respect to the
economy, South Africa still has a dual economy and labour market, with
a vast gap between the formal (‘first’) and informal (‘'second’) economy.
The majority of people are still excluded from the benefits of the first
economy, such as full-time work, surplus money and consumer
services, and often lack the ability to negotiate for the necessary
inclusion. Criminality and corruption are rife, undermining sustainable
development. Distrust and fear between people are wide-spread, are
often linked to racial stereotyping.
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Social interaction across the ethnic boundaries that were enforced
under apartheid, is today much more prevalent due to anti-
discriminatory and pro-inclusive policies. However, this interaction is
often limited to sport, entertainment and the work situation. People still
largely live apart and don’t mix in their social and cultural lives. For
example, celebrations of national days are usually attended by single
ethnic groups depending on the locality. The debate about group or
cultural identity versus national identity is high on the political and
academic agendas, but less so in communities. The latter tend to focus
on sustainable livelihoods (income, housing, education, health). Among
the poor social capital is deteriorating due to persistent poverty, the
generation gap and the death toll from HIV and AIDS. Social capital
among the well-off is often related to business relationships.

The Western cultural paradigm remains dominant, mainly through the
entertainment and mass media. Globalisation impacts negatively on
inclusion strategies of government. For example, cheap or illegaily
copied products enter local markets and there is a visible impact of
Hollywood and Bollywood on cultural identity formation among youth.
On the other hand, one finds a growing trend to produce and support
local cultural production, both traditional and newly mixed. Cultural
diversity is an accepted phenomenon, both politically and socially.
However, most people are still excluded from access to cultural
participation and its benefits due to poverty, lack of infrastructure and a
low capacity for accessing markets.

For government and civil society leaders transformation is a cross-
cutting objective, which is embedded in the Constitution. The latter
refers to the need to recognise past injustices, to strive for unity in
diversity, to heal divisions by building social capital and social cohesion,
and to promote equality, redistribution, restructuring and social justice in
the access to opportunities. This encompassing nature of transformation
is reflected in the recurrence of strategies for inclusion across social,
economic and cultural sectors, and the realisation that they are
interdependent and intertwined.

The contribution of community arts to an inclusive society

The arts are recoghised in South Africa as valuable instruments for
social change and participation in a democratic society. Artistic
production and participation are considered integral to human existence,
and we find the evidence in rock paintings from paleolithic times to
protest art under apartheid. While culture as a concept often remains
vague and less visible, the arts are tangible, and their activities and
products are operationable in our daily lives. In South Africa there are
two main streams with regard to the renewed interest in the arts. First,
there is an increase in professionalism and career building in the arts
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sector, with a resulting tendency towards individualism and materialism,
usually in the cultural industries. Second, we find the use of socio-
artistic projects for community development. Under influence of
international markets the first trend dominates, while government
supports the second one, although within constraints.

Community arts take a particular place in the quest for an inclusive
society. This type of art refers to art produced in communities, either
collectively or by individuals, often within a community facility and
usually guided by professional or locally acknowledged amateur artists.
Community facilities range from public spaces to backyards, and from
general community halls to purpose-built community arts centers, South
Africa has a rich tradition of community arts and communal cultural
practices. This is partly due to the traditional communal nature of
cultural expression in Africa, and partly due to the community
mobilization by artists under apartheid for the purpose of resistance.

There is much qualitative, but little quantitative evidence of the
contribution of community arts fo an inclusive society in South Africa.
We know that the nature of community art lends it to the inclusion of
people in processes outside the formal art markets, and that it can
mobilise people around political, social and economic issues. This is
based on the experience that community arts offers people the
opportunity to participate from a position of strength, rather than as
victims. This was already evident in South Africa under apartheid.
Community art, in the black townships, was used to build social capital
among the oppressed and excluded people, it provided platforms for
production and cultural education (art as cultural weapons), and allowed
social bonding across artificial, state-enforced segregation boundaries.
In addition community arts succeeded in mobilising the international
community for cultural hoycotts of the apartheid government.

Since 1994 community arts have officially been a priority in the national
government's strategy towards an inclusive cultural society, for a
number of reasons. First, community arts encourage participation rather
than passive consumption of cultural products. This is viewed as
important for the development of a distinct South African cultural
identity. Ironically, the influence of television, video and movie industries
tends to make people less culturally involved than under apartheid,
when access to international products was limited. Second, art as an
expression of community values contributes to the formation and
questioning of one's group identity, e.g. where traditional cultural values
are both transferred across generations and challenged or amended by
the youth. Third, participation in arts activities brings people together,
builds networks, and promotes intercultural understanding, respect,
social cohesion and social capital, e.g. by listening to the same music
irespective of one's own background. A famous example was the
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Nelson Mandela rock concerts in the 1990s. Four, community arts can
contribute to heritage awareness by building collective memory through
joint activities. Five, for many people, and particularly youth, community
arts projects are sources of knowledge, additional to formal education
and the media. Six, South Africa as a society with high levels of conflict
and crime, benefits from shared artistic projects where mutual respect
and tolerance are cultivated. Playing together in an orchestra or band
remains one of the best ways to internalise harmony and co-operation.
Seven, participation in the arts heightens creativity which can be applied
in other life situations, stimulating entrepreneurship and social skills.
Lastly, community arts projects provide access to income generation
through arts and craft production.

Challenges to community arts in present South Africa

Community arts in South Africa are faced with a number of challenges
on conceptual, contextual and practical levels. First, the concepts of
community arts and culture are differently interpreted by role players,
depending on their context, education and interests. The multiple
meanings result in a fack of clarity in arguments. This affects the way in
which support is mobilised, e.g. among funders (including government)
and communities. The arts are still considered glamorous or exclusive,
due to ignorance or media exposure. Lack of clarity also makes it
difficult to project a strong vision of community arts among artists and to
recruit their involvement. In addition, the concept of community has
become increasingly complex, with membership becoming multiple and
often short-lived, determined by fads and immediate needs. Similarly
identity formation has become a complex phenomenon, different from
the uniform one that centred onto the opposition against apartheid.
People have multiple identities, depending on their contexts and
situations, The meaning of identity is often adapted to suit specific
purposes, such as the emphasis on one distinct cultural aspect to get
access to scarce resources, which then may lead to the isolation of
such cultural groups. Furthermore, there is growing tension between art
as an expression and reflection of individual values and needs, and the
need for collectiveness in cultural expression. Like the term social
capital, identity and community arts remain ambiguous, which
undermines their usefulness in a society that is focused on economic
and material redress. Lastly, inclusion is a dynamic process which takes
time to mature, and is characterised by shifting points of growth and
deterioration.

On a contextual level, a number of challenges exist. First, South Africa
belongs to the Western, African and Eastern world, with a clear gap
between them. Government is promoting both Africanist and Western
economic strategies, which are difficult to reconcile without clarity on
values and best practices. Second, South Africa still has an entrenched
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geographical segregation, through which communities have little
intercultural contact. For government culture has increasingly become a
political phenomenon, dealing with identity etc. rather than artistic
action. This gives community arts a specific direction, sometimes
undermining creativity and independent production. Third, global
consumerist tourism affects local cultural life. On the one hand it
enriches local production, on the other hand we find a trend towards
sacrificing local arts for the promotion of tourism, leading to artificiality in
cultural production and villages. Four, South Africa is a poor country,
and access to resources - and particularly capable staff, infrastructure
and funding - remain problematic. Most poor people experience
constraints to participation due to distance, lack of time and low
motivation. Government also increasingly focuses on cultural
development for economic purposes. However, while the cultural
industries grow, community based projects struggle to survive. Low
entrepreneurial levels in this sector have led to a decrease in activities
and the closure of projects. Lastly, the capacity for community arts
production is steadily decreasing as the impact of HIV and AIDS takes
its toll on artists. What is clear, is that the sustainability of community
participation is dependent on factors outside the cultural sector.

For most community arts projects the prime challenges remain at a very
practical level, related to implementation. Debates about identity, social
cohesion and capital building do exist among community members, e.g.
what are authentic Zulu, Ndebele or Sotho cultural heritage and
products? However, the more serious debates take place in the reaim of
politicians and academics. On the ground the struggle is often about
survival and the sustainability of projects. Practical challenges often
prevent the strategizing around more conceptual and contextual issues,
resulting in short-term planning and the deterioration of visions and
strategies. Some practical challenges are the following. First, South
African community arts are severely limited by the lack of champions in
the environment of decision-makers, such as government and funders.
Economic development models remains dominant, imposing
requirements on community groups for which they are not equipped.
Second, there is severe competition for resources. While democratic
principles promote the equal spreading of access to the small resource
base, this leaves individual organisations with small grants. Funding is
often limited to a maximum of three years, which is short for community-
based development. Three, there is stringent competition for audiences.
We must remember that paricipation is a choice, which can focus on
other activities than arts and culture. Poor people cannot afford to
support all artistic productions, and often prefer passive entertainment
rather than cultural engagement. In addition, the capacity of community
arts centres for the mobilisation of communities, the mediation between
the arts on offer and potential audiences, and the organisation of
appropriate programmes remains low. The complex South African
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situation requires multi-skilled managers, while appropriate training is
still emerging. Those managers that grow their capacity are often lured
to the more lucrative formal cultural sector or government. Four, in
South Africa no community arts policies exist that would place these
arts high on the government agenda, except in the Department of Arts
and Culture. Of particular concern is the fact that culture is
Constitutionally not a local government mandate, which allows local
government to excuse themselves from responsibility for local artistic
development. This hits particularly community arts very hard. An
iterative process of policy formulation and practice is emerging in
government, but it is severely constrained by competition for resources
at a local level. Most municipalities are poor and cannot even deliver full
basic services. The lack of policy includes the absence of predictable
institutional frameworks for the accountability of the community arts
sector, Attempts to bring vanguard community arts centres and new
ohes together in order to empower the whole sector, are slowly
developing, but may be too late for many arts centres and projects.

Conclusion

Theoretically community arts are ideal vehicles for the promotion of a
socially, economically and culturally inclusive society. There is evidence
that it can work, In South Africa it appears that in practice the
challenges and constraints have led to a deterioration of community arts
projects and a shift towards the promotion of arts and craft for economic
reasons. Qur society has won a struggle for political democracy,
although it remains fragile. There remains a continued struggle for an
overarching vision and strategy, both in government and civil society, for
vibrant community arts centers and projects. References to social
inclusion, identity formation, nation building and cultural promotion are
increasing in speeches by political leaders. The building blocks for the
use of community arts in these strategies are emerging slowly from
government and civil society initiatives, but there remains a dire need
for theoretical discourse, consultation, co-operation, policy formulation
which could lead to a willingness to place community arts higher on the
agenda of government departments, funders and communities.
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