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1. Preface 

 

I am a practitioner with 25 years’ experience of producing work for outdoor community arts 

settings having recently returned, part time, to academia.  I am committed to creating excellent 

arts experiences with and for people with limited access to the arts.  My work bridges arts event 

management, interactive street performance, applied theatre as well as working in rurally 

isolated areas with communities to co-create works with and about local people and place.  

 

2. Introduction and Rationale  

 

In 2013, I spent some time working with a peer group of arts professionals in the Wakefield 

District to create a consortium funding bid for Arts Council’s Creative People and Places 

programme1.  We found ourselves at odds. The fund is about creating art with, for and by people 

in areas statistically known by the Arts Council to be least engaged.  Whilst my predominantly 

city centre building based peers were keen to access the funds to deliver outreach projects in 

communities that built audiences for their city centre venues, my practice is about building arts 

engagement from the ground up, by fostering an appetite for the arts in underserved 

communities. A constant tension between initiatives that use participatory arts as a tool for 

audience development (driving people to urban venues) and projects that seek to engage with 

communities by seeding activity in the “edgelands”,  in which many communities are based,  has 

troubled me for a number of years and this empirical practice-led research project is an 

opportunity for me to address it. Whilst considerate of paradigms such “process and product” or 

“ethics and aesthetics” which are often explored through participatory arts theory, this project 

seeks to redefine our concept of identifying a community of participants, explore in practice how 

participants may engage with different art works and experiment with qualifying and quantifying 

their creative experiences.  In particular, it asks: 

 

Is there a journey that an individual might take from being disengaged with the arts to becoming 

an active participant and, ultimately, an instigator of creative activity? 
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This is not to say that practitioners should be “art evangelists”, or to accuse those not engaged 

with arts of being, in some way, lacking, but rather, to explore the notion that an effective 

participatory arts project does not need to “develop audiences” for the arts, neither does it need 

to cure a perceived ill in society. Rather that, if Dissanayake is correct, that art is a “natural part 

of us …, a behaviour…something humans do because it helps them to survive” (Dissanayake, 

1995, p. 34) then, like access to food, water and shelter, everybody should have an opportunity 

to explore their creative expression, encouraged by artists and arts producers to do so, as the 

“professionals” use their skills to nurture others to “self-produce” their own experiences of art.  

This is to see participation in the arts as a basic human right rather than an attempt to meet a 

government target, or to increase box office or grant incomes. A “nurturing” approach to 

participation could therefore be seen as a) a more egalitarian way of engaging people in the arts 

b) a continuous process of experience rather than a means to an end c) potentially more 

effective in the long term. 

 

A copy of the Online Participation Chart, (see Figure 1 p6 ) which explores digital engagement, 

had been on my desktop for a number of years and, in an attempt to address the question, I 

reworked it in context of my own work in outdoor community arts practice. I called my first 

adaptation of the Online Participation chart, the Creative Participant Journey (see Figure 2 p7). 

In this incarnation, the Journey is about the activities that can be experienced by participants to 

achieve an aim – that of a vibrant community of networked creatives.   In doing so, I hoped to 

increase understanding and value of the “nurturing creativity” approach.  To me the “nurturing” 

approach seemed as laudable an aim as the “fixing society” route or “audience development”/ 

“Bums on Seats” approach (culminating in more people in venues). In the present arts and 

funding ecology, driven by measures and outcomes, I began to consider whether this new matrix 

could be of practical use as a measurement tool in the field and, at the same time, contribute to 

further understanding of the individual participant experience.  

 

Experimentation with the Creative Participant Journey framework in practice, testing its efficacy 

and seeing what results emerged during trials in the field, thus became the focus of the research. 

In order to do this, the Journey needed to be simplified for use as a questionnaire in the field and 

so I adapted it again, (see Figure 7 p39). In order to test the Journey, I applied it to three 
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different works of participatory arts practice in the field.  Two of the participatory art works 

were observed in a city centre arts gallery and the third was observed in a rural community 

setting.  Data collected from application of the model is analysed as part of the research. 
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Figure 1 Chart of Online Participation - Anonymous2 
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CREATIVE PARTICIPANT JOURNEY  
Final Destination:  A vibrant community of active, networked creatives 

 
 

 
INSTIGATOR 
 

Activities:  Continued creative inspiration and 
mastery of practice. Opportunities for Peer & 
Professional support, high level networking & 
contributions to documentation & research. 

      
LEADER/ 
CHAMPION 

Activities that provide creative inspiration and development 
of practice, alongside practical peer & professional project & 
management support. Opportunities to connect to HE .  
Stimulation of repeatable models. 

    
PARTICIPANT 
 

Activities that develop creative skills whist enabling the participant to feel a 
sense of belonging and active engagement in creativity and the community.  
Creative training and leadership development, ArtsAward, FE,  
Apprenticeships 

  
 

POTENTIAL 
 

Activities: A range of creative activities (look and see, taster and first time experiences) that 
give rise to numerous possibilities for further participation. Social activities that combat 
isolation and build confidence. Short work placements. 

 
 

RELUCTANT 
 

Activities: Creative activities targeted to the individual and their specific interests and hobbies.  Activities 
that build identity and self-esteem.   

 

BYSTANDER 
 

Activities: Creative activities that build relationships and trust between artists and participants.  Flexible delivery that 
addresses the needs of communities as these needs arise.  Opportunities for deeper research into interests and need 

 

DISINTERESTED 
 

Activities:  Pop up creative outreach interventions on people’s doorsteps.  Activities engaging families through their children. 
Opportunities for base line research 

Bev Adams 25/07/13 inspired by Participate on line   

Figure 2 Creative Participant Journey (Adams, 2013) 
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In conducting the research, key themes emerged in a hermeneutic process of exploration, 

refining and re-defining my thoughts. 

Firstly, what is the context for, origins and nature of, the three socially engaged case studies? 

 

Secondly, who is the “community”? Who are the participants in the three case studies?  

How do they become engaged? How and why are they acknowledged as participants, and by 

whom?  

 

Finally, what are we measuring? 

How do we measure and record participants’ experiences of the arts? What does the data 

collected through the application of the Creative Participant Journey tell us about these 

experiences? Is the Creative Participant Journey viable, effective or useful as a tool to measure 

arts experiences? 

 

The research is underpinned by a main theoretical paradigm, that of Rancière’s  “Aesthetic 

Separation, Aesthetic Community” (2009, p. 51). In The Emancipated Spectator (2009), Rancière 

discusses the idea of “aesthetic efficacy” (p. 53).  He describes “aesthetic efficacy” (p. 53) as a 

paradoxical kind of efficacy, produced by the very rupturing of any determinant link between 

cause and effect” (2009, p. 63). The rupture he is referring to is a separating out of the innate 

senses (Bishop calls it “sensoriality”) from other forms of sensible experiences (Bishop, 2012, p. 

30). Simply put, this separation could also mean placing a rupture between intention and impact 

or separating the “texture of the art from its efficacy” (2009, p. 62). Alternatively, if we consider 

this rupture as a separation between subjectivity and objectivity, then this is, precisely, what the 

Creative Participant Journey, when applied, is attempting to do.  It is an attempt to measure the 

process of a personal (subjective) creative discovery by gaining an objective distance from the 

experience. 
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3. Methodology 

A key problematic for the research is a contradiction in terms at the outset - “ to measure a 

journey”. To “measure” is to quantify and to “journey” is to experience. Thus, the research 

experiments with the “journey” framework in the field, observing practice through a “journey” 

lens.  If an experience is a trajectory (a tour) and the Creative Participation Journey is a chart (a 

map), the research sets out to create a map of the tour, once the tour is complete. Occupying a 

liminal ground between phenomenology (that which is experienced) and empiricism (that which 

is observed), the enquiry involves comparative and correlative analyses of practice, theoretical 

research and applications of my own measurement matrix to three case studies in the field. 

Phenomenology – Experience of practice 

During this research, as researcher and practitioner, I have undertaken many roles.  I have been 

a flaneur in The Hepworth Gallery, journeying through it, experiencing how the space works and 

how people relate to the art.  At the same time I have been a participant in the Franz West 

exhibition and an observer of how others have participated in it.  With regard to my own 

practice, I have created the work, performed it, directed it and observed others do the same.  I 

have worked first hand with participants in the participatory process – experiencing, side by side 

with them, their creative journey.  At the same time, I have attempted to step back, in role of 

academic and theorist, to objectively elicit participant responses to the participatory process 

through a series of self-modelled matrices. 

Empiricism - Observation of practice 

The observational field research began at The Hepworth Wakefield, a new flagship City centre 

art gallery.  The Hepworth is seen by the Arts Council and Local Authority to be a key driver  in  

the urban renaissance of the City, promoting Wakefield as a cultural tourism destination and 

important in ameliorating Wakefield’s position as being in the lowest 20% of areas in the 

country engaged with the arts iii. This summer the Hepworth housed a participatory sculpture 

exhibition called Where is my Eight? by Austrian born artist,  Franz Westiv.  The West exhibition 

provided an excellent opportunity by which to test the model in an urban setting.  However, 

West works within the realms of visual arts practice and I am a performing arts practitioner.  

Fortunately, The Hepworth provided a further opportunity to test the model with performance 
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practice and consented to observation of audience participation with one of my own interactive 

street performance works, a living sculpture called Triathon v  in the gallery setting.  These 

experiments with the Creative Participant Journey in practice helped to shed light on the 

qualities of the participatory offer and how visitors interacted with the works. 

However, to simply base the research in a City centre art gallery, would not elucidate the other 

half of my argument, that is, the function of the Creative Participant Journey in the “nurturing 

approach” to participation.  Fortunately, during this summer, I was also working on a project 

called Follow the Diversionvi  a Strategic Touring project vii which  is about providing  arts 

opportunities  in areas that have limited facilities or access to the arts. This project enabled me 

to ask participants, directly, where they felt they were on the Creative Participant Journey at the 

outset of the project and whether their position had changed by the end of the project.  This 

experiment in applying the journey, in the field, with communities considered least engaged in 

the arts, led me to further consider Rancière’s (2009) idea of “Sensus Communis” (p. 57). In 

particular, the political nature of identifying those participants deemed to be in need of 

engaging with the arts. 

Theoretical Research 

Rancière (2009) is the primary theoretical source, alongside a number of theories which are 

assessed in more detail in the following literature review.  In addition, the project draws 

information from a wide range of sources which include the publications of art critics, interviews 

with Franz West, manifestos of current practitioners and previous socio-creative movements 

such as the Situationists and Happenings of the early 60’s. 

Measurement - Application of models and analysis  

In the final chapter, I analyse the data sets produced by trialling the adapted Creative 

Participant Journey in a gallery and community setting and seek further clarity on its efficacy for 

future application in participatory arts practice.  The detailed data sheets, along with a link to 

video footage of participants talking about their experiences are included in the appendices. 
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4. Literature Review 

As the artists on whose practice this research is based, all use playfulness as a democratising 

invitation for participants to engage with their art works, there is clearly a link between this 

research and the nature of “play”. However, much of the research into play theory, for example 

(Garvey, 1991) and (Moyles, 1993), deals with the functional aspects of play in the educational 

development of children and I am more concerned with exploring the journey of the creative 

experience through the philosophical lens of aesthetics, ethics and subjectivity. 

 

Philosopher, Jacques Rancière, covers all of these bases in The Emancipated Spectator (2009) 

whilst Nicholas Bourriaud, with his book on Relational Aesthetics (2002), looks at “artistic 

practices that explore human relations and their social contexts” (Tate Gallery, 2014). As a galley 

curator, Bourriaud, limits the “social contexts” to a series of participatory arts events in, and 

curated by, gallery spaces as case studies.  These spaces are controlled, curated, funded and 

often occupied by the prevailing cultural elite.  Bourriaud, along with Rancière are both cited by 

Shannon Jackson in Social Works Performing Art, Supporting Publics (2011) and Claire Bishop in 

Artificial Hells (2012).  Both of these works offer comprehensive observations of the nature of 

participation which, in turn, use a number of practice based case studies that are key to gaining a 

broader understanding of the range and effects of participatory arts practice.   

 

Jackson situates participatory performance in the social practice of Brecht and a gamut of 

practitioners who strive to create political performing art spanning a wide range of forms from 

gallery based performances using paid migrants (Santiago Sierra), to the domesticity of 

maintenance art (Mierle Laderman Ukeles), the photo novels of Alan Sekula and the theatrical 

siting of Waiting for Godot in post Katrina New Orleans by Paul Chan. In doing so, the book 

raises interesting questions about artistic autonomy and curatorial control.  Whilst the art 

purports to highlight laudable aims and political issues, the quality of the participant’s artistic 

experience seems subservient to the artistic vision and the desired impact of the art. In addition, 

underpinning all of Jackson’s  case studies is the political purpose of established experimental 

artists operating within the mainstream of curatorial gallery or public settings.  The practice 
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described seems to be in a constant struggle with the power settings perpetuated by the art 

world it sets out to criticise and in which it remains firmly situated. 

By refreshing means of contrast, social-geographer, Tim Edensor in Places of Vernacular 

Creativity (2010), calls for a wrestling of art from the autonomous control of artists working in 

urban centric art studios, in order to value art as it flourishes in everyday places by everyday 

people, in suburbs, rural communities and the “edgelands”, thus echoing the rationale for my 

research question and the prime purpose of my Creative Participant Journey. 

 

Claire Bishop, attempts to address some of these dilemmas of autonomy and control, aesthetic 

interpretation and social impact in Artificial Hells (2012) and in conclusion boils a variety of 

socio-aesthetic conundrums down to the dichotomy of a clash between “artistic and social 

techniques” (2012, p. 275) that “are not to be reconciled, but sustained in continual tension”. 

(2012, p. 278). Here she is referring to Rancière’s notion that art works that aim and claim to 

have political effect, are, in fact perpetuating the inequalities they seek to address by occupying 

a knowledgeable moral high ground which keeps people in their place (2009, p. 42).  She and 

Rancière call for an antagonistic relationship between the artistic and social in order to keep the 

work in a healthy state so that it may to continue to break new ground.  Whilst Jackson validly 

focuses on the functions of participation in the creation of a convivial sociality, however, and 

Bishop effectively explores aesthetic efficacy of participation as art, as well as art as 

ameliorative effect, neither areas of their research touches on my particular interest of 

exploring the individual’s experience in, process of, and progress through, participation.  

We all, however, share common ground, along with Rancière, in placing the work in context of 

Guy Debord’s Society of the Spectacle, (1983),  observing practice as emerging from the 1960’s 

Happenings of Allan Kaprow viii underpinned by Debord’s  lament for the liberation of the 

individual from the domination of the commodity and beguiling appearance of the spectacle.  It 

is into the latter part of the Situationist landscape that the work of Franz West sits and modern 

day street arts has arisen.  The research therefore draws also on interviews and articles around 

the Franz West retrospective, in order to elucidate his processes and thinking in the making of 

his participatory sculptures which, in turn, is used to analyse the process of participatory 

engagement with Triathon in the gallery setting. 
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In contrast to this gallery practice and the more mainstream “high profile” “gallery curated” 

participatory works cited by Jackson  and Bishop, seminal influences for my own outdoor 

practice (particularly Follow the Diversion) include Anne Jellicoe’s own writing, Community Plays 

and How to put them on (1987), Engineers of the Imagination – The Welfare State Handbook, 

edited by Baz Kershaw and Tony Coult (1990), and Bread & Puppet Theatre’six website.  The 

research compares the manifestos of the latter two organisations, with that of my own, to elicit 

a sense of clarity about the purposes of the work.  All of these companies are geared towards 

freeing the imagination of participants for the enjoyment of the creative experience as opposed 

to any other sense of contributory social effect, which in turn reflects the purposes of the 

“creative participant journey” framework and my primary research question.   

In my explorations of frameworks by which to  further understand and measure participation in 

practice, I have drawn on Gareth White’s well researched, comprehensive book – Audience 

participation in the Theatre, The Aesthetics of the Invitation, particularly his exploration of  

“episoding conventions” as part of Goffmans’ Frame Analysis (White, 2013, p. 40).  “Episoding 

conventions” provide a useful additional tool by which to chart the point at which observers 

becomes participants and to explore how people may be enticed to engage in the arts, thereby 

beginning or progressing their creative journeys. 

A range of other sources on information from journals, interviews, art and theatre critic blogs 

and company, funders and policy maker’s websites provide a holistic bridge between theory and 

practice as the research project unfolds. 
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5. Discontents of Social Life 

What is the context for, origins and nature of, the three socially engaged case studies? 

 

Ethnographic and anthropological studies of early visual arts practice such as the San cave 

paintings of Southern Africa and Vision maps of the Yolngu provide early contexts for socially 

engaged arts practice. These ancient artworks were created by the people for the people as a 

means of documenting, way marking, celebrating and re-visioning their societies.   

 

As peoples “civilised”, from ancient Greek and Egyptian times to the present day, a 

“professionalised” arts “industry” emerged and became driven by a patron system placing it in 

the hands of those with money and power. A number of modern artistic movements have 

strived to counter the “acquisition” of the “commodity” of art as a symbol of wealth and control 

whilst seeking to challenge the creation of art for the passive observation of, or “consumption” 

by, the public.  

In the 1960’s, influenced by Dadaism and Surrealism, Situationist International (1957-1972) 

were prime movers in an anti-capitalist movement and creative practice that sought to address 

a perceived imbalance in individual expression and opportunities for lived experiences.  The 

Situationists highlighted modern society’s subservience to the spectacle. A subservience they 

claimed would result in the further degradation of society due to the domination of mass 

production and the peddling of consumerism under the guise of individualism and free will: “the 

spectacle is the moment when the commodity has attained the total occupation of social life” 

(Debord, 1983, p. 43).   

In bemoaning the saturation of life with commodities and consumptive spectacle, Situationist 

theorist Guy Debord in The Society of the Spectacle (1983), along with his collaborators, called 

for a re-awakening of the individual desire and “experience”.  Below is an extract from SI’s 

manifesto:  

.. Against the spectacle, the realised situationist culture introduces total 
participation. 

Against preserved art, it is the organisation of the directly lived moment… 
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Against unilateral art, situationist culture will be an art of dialogue, an art of 
interaction.... 

At a higher stage, everyone will become an artist, i.e., inseparably a producer-
consumer of total culture creation, which will help the rapid dissolution of the linear 
criteria of novelty. … 

Manifesto Situationist International Essay (SI, 1960) 

 

SI’s manifesto reveals similarities to the original premise of this research, that is, to nurture 

creativity in others and measure the creative experience in order to support artists to adopt a 

more egalitarian, and perhaps, a more productive role for themselves. 

As SI came to an end, artist Allan Kaprow (1927-2006) coined the word “Happenings” to 

describe his art “events” which used found materials,  placed into spaces,  into which viewers 

were invited to interact.  With this work, Kaprow attempted to break down any pre-existing 

hierarchy between artist and viewer, creating “environments” for unique experiences 

determined by each participant’s interaction with the work and the space.  Kaprow’s Yard 

(1961), a warehouse full of tyres which can be climbed over, stacked, rolled and manipulated at 

will by gallery visitors, recently on exhibition at The Hepworth Wakefield, is a prime example of 

such an experiential art environment.  At the same time, George Maciunas (early to mid 1960’s) 

developed the Fluxus Festival movement to liberate art and “purge the world of bourgeois 

sickness, “intellectual”, professional, and commercialised culture” (George Maciunas / Fluxus 

Foundation Inc, 2013) thus echoing and contributing to the clamour for freedom of arts 

practices from the notion of artistic product. 

Allan Kaprow and Franz West were making work during this time (and until the middle of 

2010’s), with West in his Where is my Eight? exhibition (the first case study in this research) 

opting to explore interactivity with his art, initially in the gallery space  and  later, in the public 

realm with his creations of functional street furniture.  

I would categorise practitioners such as Kaprow and West in Shannon Jackson’s terms “as 

“trained visual artists as they turn to performance to expand their practice and engage wider 

systems of social and aesthetic support” (2011, p. 41).The influences of socially engaged, gallery 

based, visual artists such as Kaprow and West, reverberates through the proliferation of 
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performance art and live art from the 1960’s to the present day. Here artists used themselves as 

material inviting audiences to engage with the “material”,  for example Yoko Ono’s Cut Piece 

(1965) x and Marina Abromovic’s The Artist is Present (2013) xi.   

The boundaries between visual arts and performing arts blurred through the performance art 

and live art movements of the 1980’s and 1990’s. As the use of digital technologies in art 

became more affordable and accessible, performance companies, in turn, began to experiment 

with the visual media rather than text to originate their art works and engage their audiences.  

Performance Installations (interactive an non-interactive) through the work of Forced 

Entertainment xii and Station House Opera xiii sat side by side with the more interactive pioneers 

site specific theatre such as the People Show xiv and immersive theatre practitioners such as 

Punchdrunk xv.  Such companies, however, even though they are interested in art as experience, 

are, by my observation, more interested in experimenting with theatre and art forms in order to 

make pioneering art, rather than liberating art for all. 

By contrast, community/celebratory artists such as UK’s Welfare State International (1968-

2008), and USA’s Bread and Puppet Theater (1963 to present) xvi, grew out of the 60’s 

happenings with the same verve to “democratise” art.  Often site or community specific, such 

companies occupied the liminal spaces between outdoor arts, community arts and social events. 

They are/were about celebrating people and place, rather than aesthetically re-interpreting 

people and place as artistic product or production.  Performances and events involved local 

people as they aimed towards “home-growing” social bonds that would linger beyond the 

project, leaving creative skills and know-how behind by which a community could continue with 

a type of socio-creativity.  

The manifestos of Bread and Puppet, Welfare State and Faceless Arts have many threads in 

common with each other and the Situationists. They echo Dissanayake (1995) as they occupy a 

similar territory exploring the vitality of art with a distinctly democratic feel for the experience 

of art for all, contesting the “commodity consumption” of art. 
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Bread and Puppet Theatre call this “Cheap Art”:  

Art is not a business! It does not belong to banks & fancy investors. Art is food. 

You can’t eat it but it feeds you. Art has to be cheap & available to everybody. It 

needs to be everywhere because it is the inside of the world. (1984) 

Welfare State sought a role for art in rites of passage and community social life:  

 …advocating a role for art that weaves it more fully into the fabric of our lives; 

that allows us to be collaborators rather than spectators (2006) 

Faceless Arts seek to create:   

Art for everyone … everywhere. Art [that] flourishes in the ‘edgelands’ and is not the 

preserve of the urban cognoscenti. Art … about people and place and stories of people 

and places. Art [that] can be made to high quality by anyone if the creative experience 

is of high quality (Adams, 2013). 

Further influences for outdoor community arts practice, similar to Follow the Diversion, come 

from Anne Jellicoe, known as the founder of the Community Play form, with the Colway Theatre 

Trust (1978 -2000) now operating as Claque Theatre. xvii Working for prolonged periods of time 

(in excess of 18 months) Colway Theatre Trust wrote original plays for and about the 

communities in which they were working.  The performances were often performed promenade 

style, with professional and community actors sharing the performance and performing side by 

side, in newly democratised audience and community spaces. 

Having discussed the origins and contexts of two case studies – Franz West: Passstücke part of 

his Where is my Eight? exhibition and Faceless Arts: Follow the Diversion - what of the third case 

study, Faceless Arts: Triathon? 

Triathon is a triptych of walkabout characters. Described as “naughty, confrontative work” 

(Tucker 2010 cited in Adams (Ed), 2010, p.08), the Walkabout, is an improvised intervention by a 

professional performer into the everyday activities of a town, place or space with the sole 

purpose of engaging the (often non-expectant) public in an interaction or provocation. Alice 

O’Grady describes the form as a “performance encounter” or: 
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Relational performances … experienced as ‘encounter’ insofar as they provide 

a meeting point for human exchange that is framed by, and expressed through, 

semi-structured performance. At festivals these performances are rarely 

formally announced, allowing spectators and would-be participants to chance 

upon them unexpectedly as the event unfolds. (2013, p. 134). 

The form proliferated in the early to late 1990’s as the festival market burgeoned in the 

unprecedented commercial success of the Glastonbury Festival of the Contemporary Performing 

Arts xviii and many Local Authorities, at the same time, charged with the task of engaging their 

increasingly disenfranchised communities as a result of post-Thatcher recession, the dismantling 

of the power of the unions and the loss of manufacturing and mining industries, turned to street 

arts festivals as a community engagement tool. Further rationale for the Local Authority street 

festival included a perceived need to increase audiences in traditional arts venues bolstered by a 

view that participatory arts work formed a driver for audience development.  

As local authority events became family festivals, programmers consciously avoided anything 

that was political or messaged based, and artists, able to make a living from touring the festival 

touring circuit, obliged.  This puts the walkabout character in close proximity to what the 

Situationists would call an artistic commodity.  However, it remains worthy of inclusion here as 

a performing arts comparator to the visual arts of Franz West and because of the walkabout’s 

value in providing access to live performance in the “edgelands” quickly, cheaply and effectively, 

serving to animate, and bring something other, to our sometimes homogenous high streets. 

Having looked to the past, where are we now? What is the present landscape for socially 

engaged arts? 

In August 2012, Lyn Gardner, UK Guardian Newspaper theatre critic, controversially blogged 

that “major theatre institutions should be left to die” and went on to explain why: 

The artists of tomorrow are not made through funding an ‘elite’, but by funding at 

the bottom of the pyramid…Education, community and participatory work is not 

an add-on. It should be at the heart of every arts organisation. It is the future 

(2012) 
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In this particular blog, echoing Edensor, Gardner is arguing for a redistribution of arts funding 

from the major national institutions and theatre buildings, to socially engaged artists and arts 

companies working in their communities, in the regions, thus seeding the potential of our next 

generation excellent artists, producers and directors, or in other words,  “a vibrant community 

of networked creatives”,  the target of the Creative Participant Journey.  

Since the McMaster Review about arts funding and excellence called for recognition of the 

excellence both in the art produced and in the arts experiences of participants xix , the Arts 

Council of England, with their manifesto of “great arts for everybody” is seemingly supportive of 

participatory arts.  However, the balance of grants in the last round of regular funding for 

organisations (known as the National Portfolio) still shows a huge bias of support for building 

based nationally significant institutions.  The infographic below, criticising Arts Council England’s 

recent portfolio shuffle attests to this: 

Figure 3 NPO choices infographic  (Squire, 2014) 
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The notion that the arts are the preserve of the urban cognoscenti, (the ‘elite’) is expanded by 

social geographer, Tim Edensor in his book, Space of Vernacular Creativity. (2010) Here, Edensor 

says elite dominance of the arts is partly brought about by creative industries development and 

place making policies of the late 1990’s, concentrating arts consumption and the making of art 

in newly developed venues and studios in our urban centres.   

This is the landscape in which present UK participatory practitioners are producing their art.  In 

this landscape there is a public appetite for participation (the success of this year’s participatory 

based exhibitions at The Hepworth Wakefield with 57,477 visitors to the West: Where is my 

Eight? and Allan Kaprow: Yard  exhibitions alongside the 34,657 people Faceless Arts engage in 

their work over a year,  goes some way to prove this); the financial support of participatory arts 

projects is deemed to be laudable (Arts Council England’s aims confirm this ); but financial 

resources (as the statistics prove), remain inequitable and  artistic creation, production and 

consumption remains concentrated  in cities and urban centres. Even those who choose to seek 

their participants in the regions’ “edgelands”, suburbs or rural areas, are driven by Arts Council 

to develop audience for urban cultural hubs.  

What is revealed by this brief chronology, is that, despite our best creative intentions, we have 

yet to move forward.  As Rancière puts it, the tradition of social and cultural critique from Marx, 

through the Situationists to the present day, is far from exhausted: “Quite simply, it has been 

restored to its original terrain: interpretation of modernity as an individualist sundering of the 

social bond and of democracy as mass individuism” (2009, p. 41). The way ahead, Rancière 

suggests is a “shared power of the equality of intelligence links individuals, makes them 

exchange their intellectual adventures, in so far as it keeps them separate from one another, 

equally capable of using the power everyone has to plot her own path. (2009, p. 17) 

The case studies that follow are about experiential adventures in which people are invited 

to plot their own path with the work, as participants and audiences. 
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6. Three Case Studies, observed 

Figure 4 Franz West: Where is my Eight:  Passstücke [Adaptives] – Gallery 8, The Hepworth 

Wakefield  

 

A plain white gallery, which can be entered from three sides, houses a double changing booth, 

similar to a changing area in which you would try on clothes in a shop, except it is larger and 

only semi- private due to the marginally translucent nylon curtains.  Into these changing areas, 

people are invited to enter with the Passstücke and explore them solo or in small groups. 

Opposite the “secluded” area is a white wall, in front of which, placed on the floor is a small 

white slab of plywood painted white, providing a base or stand for four of the Passstücke which 

are constructed by the moulding of white plaster/modroc around the end of a piece of rod iron 

with the other end moulded into a type of handle.  The Passstücke lean against the wall at 

jaunty angles like a bizarre set of golf clubs.  One looks like a leg of lamb on a stick, the other like 

a very small umbrella, another like an anteater’s snout.  Next to the Passstücke is an old 
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fashioned tube TV playing videos which show the adaptives being handled solo, in pairs and in 

small groups.  Along the remaining walls of the gallery are photos of West and his collaborators, 

in a variety of locations, wearing and using a series of further white adaptives.  In one photo 

West is wearing one like a skirt and in another an adaptive bridges a couple as they stand 

against a wall. I pick the adaptive up, it is strangely heavy and curiously balanced.  I try to lift it 

above my head, but it does not move how I want it to, so instead I explore swinging it from side 

to side like a pendulum for a few seconds before carefully placing it back, lest it should fall. I 

take a second, and place the snout shape in front of my face, then over my shoulder like a weird 

epaulette. I explore all four sculptures for a few seconds, carefully and safely returning each to 

their stand, before moving on. 

Figure 5 Faceless Arts: Triathon – various galleries – The Hepworth Wakefield, photo by Hannah 

Webster  

 

Three brightly coloured human size objects, reminiscent of Henry Moore’s amorphous three 

piece reclining figures, but in orange, green and lilac and tied at the top, like sacks, move silently 

through the galleries.  They find a space and stop momentarily.  They look static from a distance 
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but on taking a closer look, you can see the shape of human bodies inside pressing against lycra 

fabric and you can hear and see them breathe. They stretch, morph and contort around each 

other creating a series of sculptural shapes and tableaus.  At times it looks like the one form is 

stronger, more dominant but then it curls into a ball at the feet of the other forms as they rise 

above it.  At times, the faces of the performers are pressed against the lycra, reminiscent of a 

more passive version of Eduard Munch’s scream. At other times, a limb stretches forward as if 

reaching out to connect.  I see the ever changing 3D picture momentarily echo my body posture, 

I watch it for a minute or so and then move on. 

Figure 6 Faceless Arts: Follow the Diversion – Performance , Outdoors, Old Goole Gala, Old 

Goole, East Yorkshire, photo by Amanda Crowther 

 

Fifteen children perform alongside two adults on a patch of grass at the Old Goole gala to an 

audience of approximately 70 people comprised of families, adults and children of all ages.  A 

third adult operates the sound.  The set comprises a backdrop of four black and white chevrons 

on stands, and five staging blocks, one L shaped, one square and three smaller blocks that 
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appear to stack or fit into each other. The blocks are painted red yellow, green and blue. The 

performance begins with a road worker, who enters to the sound of traffic, with a “road closed” 

and “diversion” sign .  She stands and waits.  We hear a traffic report. A woman enters dressed 

in a business suit. She is on the phone.  She sees the road worker and asks where she needs to 

go. The road worker gives her a blank map and gestures in a vague direction.  The woman tells 

the person on the phone that she is not going to make it and exits. The children bring on a set of 

large  foam building blocks in blue, green, yellow and red in and four large sheets of lycra, each 

approximately the size of a single bed sheet, also in blue, green, yellow and red  They begin to 

construct buildings, harbours and skylines using the blocks.  When they are complete they rest 

and the woman in the suit re-enters trying to find her way with the  blank map.  She complains 

that there is nothing there and the young people protest, starting to tell her all at once what is 

in their community.  A series of stories about the community unfolds, ranging from past history 

to present times.  The stories are told visually without words using only the blocks and lycra.  

The visual storytelling is set to music or voice recordings of older people telling their stories.  

Images are built up and taken down as each a story unfolds.  Blocks become ships, planes, fire 

hoses and chickens.  Lycra becomes fire, water and clothing. The community stories conclude 

with festivities at the Old Goole Gala, complete with lycra dressed gala queen and building block  

band.  Four brightly coloured flags are brought in on poles and waved.  These are the stories of 

the four communities which comprise the tour, realised visually as 1m square silk paintings.  The 

woman is waving one of the flags.  We hear a traffic report.  The woman passes the flag to a 

child, says goodbye and makes to leave.  She is stopped by another child who gives her a new 

map.  This map is a colour copy of their silk painting and their stories.  The woman leaves, the 

flags are danced and then attached to poles to fly freely, the road worker puts up the bunting.  

The young people and the women stand for a curtain call. The road worker enters with a sign 

which reads “Diversion Ends”. The adults and children bow.  The audience applaud. 
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7. Sensus Communis 

 

Who are the participants in the three case studies? What is a community? 

How and why are they acknowledged as participants, by whom and what drives their 

engagement?  

 

With the Passstücke Franz West sought to create work which sought participation and a 

dialogue with an audience.  West aimed to democratise and counter the curatorial control of 

the gallery space by creating works that turned traditional “viewers” in a gallery into “users” 

and impromptu performers, stating  in interview that “without active reception, the work would 

remain somehow wanting, unfulfilled.”  (Artforum, 2008, p. 323)  

Triathon is a walkabout interactive visual performance, morphing dance, living sculpture and 

street arts, using performance as its starting point and looks to the visual arts, sculpture in 

particular, to make sculptural forms and live performance accessible in public spaces. The work 

explores the notion of animating of the inanimate. Without animation by the performer, 

Triathon exists only as a pile of giant stretch lycra bags. Without interaction with an audience 

Triathon is simply an animated sculpture.  Once the sculpture is animated, performers are 

trained to evoke responses and in turn respond through physical dialogue with the participating 

audience. 

The participants for the both the Franz West’s Passstücke and Faceless Arts’ Triathon  were 

simply visitors to The Hepworth Gallery.  They were acknowledged as participants (or at least 

audience) when they stepped through the door. They had chosen to attend the gallery, which is 

free, and made a decision, sometimes with encouragement from gallery invigilators, in the case 

of Franz West, to interact to a given stimulus.  

Nicholas Bourriaud would call such interactions: “…creations and relational schemes…these 

works create relational micro-territories displayed in the depths of contemporary “socius”p33. I 

would agree that the art works are relational and that when the gallery visitor chooses to 

interact, a social micro- territory is formed for the purpose of that interaction.  Such a micro-

territory is a dialogue, however fleeting, between participant and art object. It is the “depth of 

the contemporary ‘socius’” that I question with reference to these two case studies in this 
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setting.  If we take “socius” to mean social strata of society or normative, social behaviour, then 

how deeply does this micro-territory go?  I would argue that the strata of society represented by 

visitors to the gallery setting are not representative of society as whole, but in themselves are a 

microcosm, a particular community of interest.  In addition, the social norms that are disrupted 

by the interaction are in fact, a simple interruption, or temporary liberation, of expected gallery 

behaviour. Once the fleeting interaction is over, normality resumes.   

Nicholas Bourriaud, refers to such fleeting interactions or relational works of art/performance 

as “social interstice” explaining the interstice as “a space in social relations which .., suggests 

possibilities for exchanges other than those that prevail within the system.” (in Bishop, 2006, p 

161) In this case the “system” is the expected behaviour in a gallery setting, which West and 

Faceless Arts sought to subvert.  

The participants for Triathon and Passstücke, were a self-elected community of interest, invited 

by the artists to plot their own path with and through the work. The community of interest is 

the interest of these visitors in viewing art. In addition, the driver for participation in both works 

of art is the autonomous control of the artists who have built participation into their creations.  

The presentation of the work is mitigated by a relaxing of the normative behaviour of the gallery 

space, that is, in this instance, they are permitted to handle and physically engage with the art. 

It is in this setting that I gained permission to test the first incarnation of the Creative Participant 

Journey, with an agreement with the gallery that I would simply observe and not interview their 

visitors.   

Immediately, I saw a problem.  By virtue of the participants attending the gallery and engaging 

with the art work, they automatically fit one of two categories on the journey: they are either 

Potential - having a first time experience or visiting the gallery for social purpose rather than to 

see the art or they are Participant - actively engaged in the creative experience and creative 

community.  No further progressions along the journey could be extrapolated without dialogue 

with the participants.  The Creative Participant Journey was not useful here. The problem 

prompted me to dig deeper into this fleeting moment of participant engagement and I recalled I 

had created a Levels of Engagement Continuum for Walkabout Characters in my former MA 

studies. The Continuum looks at how a participant engages with art within a “relational 
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microterritory”.  It prompts the researcher to observe if the participant is: disengaged (not 

interested), passively engaged (that is, observing), or actively engaged (participating) with the 

art. This model is more successfully applied to the community of interest, interacting in the 

“relational micro-territory”,  and the data extracted is analysed in the measurements section of 

the essay.  

 

The community participants for Follow the Diversion were different, however, despite being 

self-selecting with the project being free, like The Hepworth. These participants aged 8-15, 

responded to advertisements in their community or learned about the project by word of 

mouth.  They were told that they were making a play about their community to be performed at 

the Old Goole Gala and that the process would take place in their community for five 

consecutive days, with a performance on day six. The maximum numbers for participation was 

fifteen.  The Old Goole project was “fully booked”.   

What were the circumstances by which these children committed themselves to participation? 

Most of the reasons they told me, were social and had little to do with the arts, for example: 

“they were bored”, “their parents were working”, “to be with their friends” “to make new 

friends” and “to do something different”. Rancière , would call such a group of participants, a 

”community of dis-identified persons”. (Rancière, 2009) 

Why Old Goole?  

The reason why this project was funded by Arts Council England, via their Strategic Touring 

Fund, is because of its potential to  address a specific need which in turn enables the Arts 

Council to justify an even spread of government arts subsidy (taxes) beyond the urban centres 

and strategically important institutions. The aim of the fund is to bring the arts to areas that are 

statistically least engaged.  These statistics have been collected by ACE as part of the annual 

Active People and Taking Part surveys implemented by the DCMS.  Furthermore, the area is 

classified as being “in need”.  In 2012, the East Riding was in the bottom 20% of areas least 

engaged and amongst the ten poorest areas in the North of Europe according to a recent survey 

by the Inequality Commission. xx 



Bev Adams Stack PC12BS   
MAPCC PECI 5120M Final Research Project 

14 September 2014 
 

28 
 

Therefore, the genre of work in which Follow the Diversion sits, would be referred to as a 

“social” and “ethical” turn by Bishop (2012), a more “instrumental” type of work about which  

Bishop is more sceptical, than, say,  the aesthetic based relational art works of the Passstücke 

and Triathon: 

I think these are the kind of projects we have to think about much more carefully 

and critically than work done within the relatively neutral and staged confines of a 

gallery space… I think I am very critical of the instrumentalization of people with 

respect to long term artistic projects engaging specific communities with very 

particular economic or ethnic backgrounds which receive prioritised government 

funding in order for culture to reflect policies of social inclusion through the 

artificial generation of an audience for participatory work. (Bishop, 2012, p. 18)   

With reference to the statistics, the participants are from a particular economic background, 

and in order to fund the project, Faceless Arts is working under “instrumental” and political 

constraints from the Arts Council to achieve certain outcomes, that is, to ensure a spread of 

funding to areas less well served by the arts, strengthen community appetite for the arts and 

develop audiences.  

However, the artistic aim of the project contests its political charges to develop audiences 

(“artificial” or otherwise) and ameliorate economic disadvantage.  Instead it favours the 

provision of  arts experiences that “home grows” creativity in the community.  It does this by 

focusing on the interests of the communities, their stories, thus exploring their sense of identity 

and their sense of place. The experience is a co-authored working example of outdoor 

performance in which the participants and the company work together to jointly present the 

final production to local people at an existing social event – The Old Goole Gala – or where no 

event exists, the project seeds a new one.  
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Therefore,  what we have here is a community identified as in need, yet an art work that does 

not directly address that need but uses artistic participation to repair or re-ignite some sort of 

“social bond”.  It does this by exploring identity and reframing shared experiences as newly 

formed community of interest in the stories of place.  This is what Bishop describes as the 

“exemplary ethical gesture in art… a strategic obfuscation of the political and the aesthetic”.  

(2012, p. 28) Bishop goes on to quote Rancière:  

by replacing matters of class conflict with matters of inclusion and exclusion, 

[contemporary arts] puts worries about the ‘loss of the social bond’, concerns with 

’bare humanity’ or tasks of empowering threatened  identities in the place of political 

concerns.  Art is summoned thus to put its potentials at work reframing a sense of 

community, mending the social bond.  Once more politics and aesthetics vanish 

together in Ethics. (Rancière in Bishop 2012, p. 28)  

However, Rancière and Bishop argue that the politic and aesthetic are lost in this work. I would 

agree that the politics have been lost, purposefully so, as the project is not directly addressing 

the need (poverty and inequality), but the aesthetic remains.  If we understand that the 

aesthetic in Rancière’s terms belongs to realms of experience  then Follow the Diversion 

embraces a complex range of aesthetic considerations, artistic practices and shared learning 

between professionals and participants of limited experience,  a form of “aesthetic constitution, 

sensible constitution – of the community” (2009, p. 6) 

I return therefore to the “sense of community” which Follow the Diversion” creates by working 

in and with the community. In the Emancipated Spectator, Rancière explores the politics of 

community, arguing that emancipation cannot exist within existing hierarchies of roles allocated 

and played out in modern society. He describes our present notion of ‘harmonious community’ 

as one where “everyone is in their place, their class, taken up with the duty allocated to them, 

and equipped with the sensory and intellectual equipment appropriate to that place and duty.” 

(2009, p. 42)   

How does this play out in practice?  In very simple terms, we have the artists in their place, 

creating the participatory project, and the participants, in their places, being led by them, or we 

have the socially engaged visual arts gallery practice with visitors being “permitted” to interact 
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or touch. We have the patron - the local authority, the festival organiser, the arts funder in 

search of the “harmonious” society and we have artists who are trying to make a living through 

their art.  Ultimately, we have a self-perpetuating cycle of need to be addressed by socially 

engaged work and in this self-perpetuated cycle we see the continuance of the power structures 

the artist was initially seeking to dismantle. This leads me back to my original proposition. I 

argue that such a self-perpetuating cycle can be broken if we changed our view to look at, and 

value, participation in the arts as a shared journey of creative experience for artists and the 

“communities” with whom they work.  

Therefore, to counter the drive of channelling “arts symbolic capital towards constructive social 

change” (Bishop, 2012, p. 13), in favour of the aesthetic social experience, we need a different 

way of describing and identifying community, not by need, social circumstance or community of 

interest but as an “aesthetic community” a “Community of Sense” or “Sensus Communis”.  

Rancière again: 

An aesthetic community is not a community of aesthetes. It is a community of 

sense, or a Sensus Communis.  A sensus communis involves three forms of 

community…At a first level ..[it is] a combination of sense data: forms, words, 

spaces, rhythms and so on…..a sensory world…and a world organised around what 

is specific to their own power … [and the] conflict between [these] two regimes of 

sense…. [The second level is] a conceptual frame for that tension between the two 

sensory worlds…[and] the third level: [is]the assemblage of data and the 

intertwining of contradictory relations … intended to produce a new sense of 

community” (2009, p. 57) 

When Rancière’s  model is applied in practice to the social bond sought by the Follow the 

Diversion project, it maps thus: 

The first level:  Shared “sense data” this equates to the shared experiences in shared places with 

an understanding of the power structures at play  (the leadership of the artists, the outcomes of 

the Arts Council, the health and safety requirements of a public event). 
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The second level:  the “conceptual frame” equates to the framework of the production as well 

as the framework in which participants share experiences and express themselves in the 

creative process and production  

The third level: the “intertwining relations” is the experience which occurs between 

professionals and amateurs as they are levelled in a joint performance in which the “new 

community” presents itself to the existing community. 

Rancière describes this  “sensus communis” as creating relational “vibrations of the human 

community in the present” and “creating a monument that stands as a mediation or a substitute 

for the people to come” (2009, p. 59).  In the same vein, the Follow the Diversion performance 

manifests itself by exploring the vibrations of the community in the present, sewing seeds for 

the future and the communities to come, in other words, “home growing” creative activity in 

the Edgelands and aiming towards the development of potential creative leaders of the future. 
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8. Maps and Tours:  Measuring the Creative Participant Experience 

Having identified a context for the work (it’s origins, the landscape and a description of the work 

itself) and having explored different ways of defining community (a community of interest, a 

community of need and a community of sense),  this chapter briefly discusses various models of 

measuring engagement and tests my own models against the three case studies. 

The three case studies in this research embrace varying heterogenic processes either at time of 

creation or presentation of the work, and the data sets attempt to explore and measure 

opportunities for participation in the various creative processes. The autonomously created 

sculptures of Franz West and Faceless Arts seek out heterogeneous participation by requiring an 

interaction from the audience to complete them.  The artists intend their work to be 

experienced not simply observed. The artistic stimulus is just one component of a network of 

relations: between the artist and their work, the work and the space, the people interacting 

with the work in the space and the people observing the people interacting with the work.  

West also, like Faceless Arts, strived to underplay the importance and significance of art as art 

object and sought to undermine the rarefied autonomy of the artist. Mindful of barriers to 

inclusivity for people outside urban cultural hubs and, by similar virtue, Faceless Arts usually 

avoid spaces dedicated to showing art by making work predominantly for outdoor public spaces. 

However, for purposes of the research, observation of the artworks took place in the gallery. In 

interview, Franz West states: 

 

Public spaces seemed to me the most natural places to show art. … Art in the streets … 

doesn’t demand that you make a special journey to see it, it’s simply there.  You don’t even 

have to look at it – that is probably the ideal art.  Horkheimer said that he would prefer it if 

life were more intense and art less interesting – not that there were no art, just that art 

were less meaningful, and that’s what I like about public art.  

(Interview with Curiger in Press Play, 2005, p. 184). 
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It is ironic, that the work of Franz West is shown in the space of the gallery - a curated and 

controlled space, a museum of the arts, a monument to artistic practice, a ‘hallowed creative 

ground’ into which a visitor is welcomed but, like in the theatre, with an expectation that they 

behave somewhat deferentially in expectation of the act, or art, they are about to witness. 

Furthermore, since the death of West in 2013, his estate has sadly clamped down on the “hands 

on” experience of his art. On entering the gallery foyer, the visitor is arrested by a huge pink 

sausage-like piece of street furniture – familiarly referred to as the “pink poo”.  It is full of 

humour and would provide a fun seat for visitors waiting or meeting in the foyer.  One can 

visualise people on the seat engaging in conversations and social interactions with others, but 

no one is able to sit on the sculpture. West’s estate has requested that visitors do not  touch or 

sit on the art work. A sign now polices the sculpture, ensuring that no one sits on it - a reverence 

and deification the late artist might have abhorred. The art has lost its original function.  It is 

now a piece of art to be observed.  West in conversation with Curiger again: “Reverance is not 

the be all and end all of the adaptives, rather they should be used to oppose the notion of 

reverence.” (2005).  Sadly, this is only possible with thee of the artist’s works – two sets of 

Adaptives and a set of sofas.  Chairs that have been purposely built and placed amongst a 

collection of paintings, backdrops and/or found objects for the visitor to situate themselves as 

part of the art work, as the artist intended, remain empty, and again, mere objects for 

contemplation, a poignant reminder that the artist is no longer with us. 

 

Setting aside the democratic limitations of the estate and the gallery space, my aim was to test 

my model in order to analyse how the audience/gallery attendees react to those Adaptives that 

the estate and gallery did “permit” visitors to handle. I wanted to observe how visitors to the 

gallery had their anticipated experience of being in a gallery interrupted, challenged or 

provoked by an invitation to participate. Following on from their engagement, one to one, with 

an art object, I was interested to track whether such an engagement led to social, relational, 

inter-personal activity with others.  Bourriaud describes these relational interactions as 

“relational space-times, interhuman experiences that …are in a sense spaces where we can 

elaborate alternative forms of sociability, critical models and moments of constructed 

conviviality” (p.167).  However, in this gallery setting, any such moments were fleeting, and as 

already illuminated in the Sensus Communis section, an alternative model for observing these 
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momentary interactions with Passstücke and Triathon was employed, namely the Levels of 

Engagement continuum. This continuum provided a more functional a tool by which to drill 

down into the “relational microterritory”, thus providing an analysis of how the visitors to the 

gallery were participating “in the moment”, tracking the “relational space-times” coined by 

Bourriaud above and marking when they become an “inter-human experience” or  “moment of 

constructed conviviality”. 

 

The Levels of Engagement Continuum is not without its own limitations. Whilst trying to remain 

objective, any interpretation and categorisation of the subtleties of how a person stops and 

moves around the artworks is reflected through the subjectivity of the observer.  However, as is 

seen in the data below, there is some parity in the figures.  By also noting the responses to the 

interactions as I experienced them, I was able to highlight a range of phenomena as the 

participants progressed in their transition from  passive observer to active participant. 

Each art work was observed on a separate day, at the same time of day, for half an hour. 

Numbers of overall participants were small but comparative – 32 for Triathon and 27 for the 

Passstücke.  The percentages are achieved by an observer marking each interaction in the 

relevant box and dividing it by the total number of visits to the space.  Thus, for example, 15% of 

visitors experiencing Franz West and 16% of visitors experiencing Triathon took a brief look and 

passed by. 
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Indifferent/ 
Not engaged Passively engaged Actively Engaged 

AVOIDED IGNORED 
OBSERVED 
THEN PASSED 
BY  

ARRESTING 
HEIGHTENED 
AWARENESS 

INTERACTIVE 
OBSERVED 
INTERACTIVITY 

SHARED 
EXPERIENCE 

Interaction 
with the art 
is 
unwelcome
and 
avoided 

The work is 
scarcely 
perceived. 
The work 
may or may 
not be 
acknow-
ledged 

The art work 
is 
momentarily 
watched 
without 
involvement 

The artwork 
is observed 
and 
contemplat
ed for 5 
seconds or 
longer  

The artwork 
draws 
attention to 
other 
people or 
things that 
are then 
contemplat
ed 

The art work 
instigates 
interaction  
(A physical or 
verbal 
dialogue)  

The interaction  
is observed by 
others 

The artwork 
orchestrates 
shared 
moments of 
interactivity 
with others 

Franz West- Passstücke: 

0% 30% 15% 7% 0% 19% 30% 30% 

Faceless Arts - Triathon: 

13% 16% 19% 53% 9% 25% 9% 6% 

 

The indifferent/not engaged participants were comparative between Triathon 29%,  and the 

Passstücke 30%, even though 13% of visitors purposely avoided the performance of Triathon.    

It may be interpreted that a conscious avoidance of something is of itself an interaction, but I 

have treated it as non-interactive for the purposes of the research.  This also throws up some 

questions as to why the Triathon performance was avoided at this juncture. The performance 

was passive and not confrontative in this quiet setting, so I can only speculate that it completely 

confounded their expectations of a gallery exhibit.  They had come to “look at” art, to “passively 

consume”, or, maybe, in the case of the Franz West, to “touch”, but they were not expecting a 

performance and were reluctant to become involved in something they could not comprehend 

in the gallery environment.  Perhaps it is as , White explains in his introduction: ”The prospect of 

audience participation makes people fearful; the use of audience participation makes people 

feel embarrassed” (2013, p. 1) 

This fear may be a reason why I observed that not one of the visitors to the space of the 

Passstücke engaged with them without being invited to do so by a gallery assistant, despite 

signage on the wall, that most visitors read, stating that the art could be handled, and a 
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television screen showing examples of actors doing so.  I deduce here that this is partly due to 

the pre-conceived and continued social norms of behaviour in a gallery.  Unlike, Kaprow’s Yard, 

a warehouse full of dirty tyres, the whiteness of the gallery walls, the hushed voices, the 

“policing” of gallery assistants, the perceptions that the art is worth a great deal of money, if not 

priceless, all adds to the visitors’ fear of embarrassing themselves by behaving, in some way, 

inappropriately.  

The figure that stands out the most, is the 53% that were “arrested” by Triathon.  What isn’t 

recorded by the figures, but what was observed is, that in this category, I set a time count of 5 

seconds in order to ascertain that the participant had in fact stopped to observe the work.  In 

the case of the Franz West such observational stops were fleeting, often no more than 5 

seconds, slightly longer but no more than a minute when actually interacting with the 

Passstücke.  In some cases with Triathon, the performance was watched for 5 minutes or longer.  

This could be because the visual image is constantly changing in Triathon, so there is more to 

hold the audience’s attention than unstructured free play with the Adaptives, or it could simply 

be that Triathon is a performance and the social norms of observing a performance came into 

play. 

Finally, it is worth noting that the longest stops with the Adaptives were not actually spent 

manipulating the Adaptives, but rather spent watching a DVD on a television screen showing 

actors employed by Franz West manipulating the Adaptives, perhaps again, highlighting a 

preference for visitors to observe rather than engage.   Additionally, three people spent a great 

deal of time photographing Triathon, thus observing it through a lens, proving yet again that we 

have not yet moved beyond the Society of the Spectator as the splendour of the sublime gives 

way to the triviality of the spectacular in an acquiescence to commodity.  Or, more simply put, 

Triathon is a commodity to be consumed and captured for later consumption. 

Having looked at how visitors to the gallery interacted with the Passstücke and Triathon, what 

proposition did the artists offer which enabled them to participate? 

The invitation to participate with the Passstücke, comprised a sign on the wall, an encouraging 

gallery assistant and a demonstration on a television set.  The invitation to participate with 
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Triathon comprised the performers themselves. At times, a hand extending from within the 

lycra, a nod of the head or incline of the torso suggested a greeting or sublimation to which the 

audience responded. 

In Audience Participation in the Theatre, (2013) Gareth White turns to Goffman’s Frame 

Analysis as a useful tool by which to analyse and clearly demarcate moments of observation 

from interaction. One of these is the “’episoding conventions’ of a frame …the signals or 

activities through which an activity is marked off from the ‘ongoing flow of surrounding events’” 

(Goffman p251-269 in White p37).   In the theatre, such conventions allow us to move in and 

out of role of spectator, interlocutor and participant. 

However, when work, like Triathon, is already operating beyond the frame of theatrical or 

gallery convention, we are in need of an alternative set of analytical tools to articulate a  

“participatory frame”, namely “overt, implicit, covert, accidental…and …uninvited” White p40. 

The overt invitation is a clear expression of the artist telling the audience what they want them 

to do. Franz West’s invitation to play with the Passstücke is “overt” due to the signage in the 

gallery that  “overtly” tells us the art objects can be handled, the DVD showing ideas of how to 

handle them, and the facilitative encouragement of  gallery assistants. 

Neither of the works sit within the description of an “implicit” invitation as there is no pre-

existing convention for the interactions, like, for example, in a call and response song. 

I would argue that the invitation to interact with Triathon is less easy to define because the 

circumstances of the performance take place outside the conventional theatrical “frame”.  The 

invitation is not “covert”.  A “covert” invitation to interact involves a certain trickery to coerce 

participation without the audience member realising it.  An example of this could be a street 

performer holding out a hand to an audience member, once they have taken it, the audience 

member is pulled into the performing space and further action is built around involving them. 

Triathon does not involve such deception.  Neither is it “accidental” or “uninvited” in White’s 

(2013) understanding of the terms.  White describes the accidental or uninvited participation as 

a heckle.  The heckle can be welcomed as gift, contributing to the live unpredictability of the 

street show, or ignored as unwelcome, as it has the potential to undermine the artistic purpose 
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and aesthetic integrity of the piece and thus the audience’s enjoyment of it. Participants 

engaging with Triathon are a gift, but the interaction is purposefully sought rather than 

accidental.  For the same reasons, as mentioned above unwelcome interactions are ignored and 

avoided.   

Therefore the term that I have coined – “sought” interaction – seems to suit the invitation to 

engage with Triathon. The performance seeks out the interactive experience but places no 

obligation or need for an audience to do so.  It is simply a subjective  ‘being in space and time’ 

together, sometimes momentarily, sometimes for more prolonged periods of time.  The 

interaction is pursued by the artists as it provides purpose to their being there and also provides 

momentary opportunities for audiences and participants to break with ordinariness and 

converse with the obscure and unexpected. 

 

Follow the Diversion, however, provides a longer term work against which to trial the Creative 

Participant Journey, exploring the potential progress of participants from disinterested in the 

arts to creative instigators.  The Creative Participant journey is an adaptation of the 

aforementioned Online Participant Engagement Chart which is in turn an adaption of the Ladder 

of Citizen Participation from the Journal of American Institute of Planners, 1969 (In Bishop, 

p280). 

Bishop critiques the Ladder of Citizen Participation as too blunt a tool for application to the 

“nuances of artistic gestures” (2012, p. 280). Whilst the original is about developing “citizen 

control”, the Online Participant Engagement Chart is more about civic involvement (through 

digital means).  One can see its potential as a model to measure the successes of David 

Cameron’s Big Society or Jeremy Hunt’s arts philanthropy drive. My own version of the ladder, 

The Creative Participant Journey, is an attempt to explore the steps (activities or stimuli) which 

enable participants to engage more fully with the arts, should they wish. The Creative 

Participant Journey model is an attempt to measure heteronomous processes which could 

counter artistic control by defining the steps that enable everyday people to enjoy their own 

unique experience of the arts and, eventually, make their own provision for their, and others, 

continued enjoyment of such shared experiences. My original version, (Figure 2) is useful as a 

documentation of a process rather than tool of measurement. 
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The second version of the model, used as a questionnaire (see Figure 7 p39), has its limitations, 

too,  as it does not provide any scope for a rationale of participants decisions or explanation of 

why they chose place themselves  in a certain category.  Their decisions simply have to be taken 

at face value. If the data being collected was of a scientific nature, I would argue that this might 

be an insurmountable problem. However, we are measuring experiences here, and I know no 

better candidate to make a judgement on their experience than the participant themselves. For 

this reason, because I was personally involved in the project, I didn’t feel comfortable 

questioning their choices, for fear of influencing them.  Perhaps Bishop’s criticism holds sway - 

that to measure in such a way is to lose nuance.  Fortunately, some nuance has been captured 

in the video accounts of participants talking about their experiences, which supports the data 

collected via the Journey questionnaire.  

Bearing the limitations and benefits of the Journey in mind, the process was as follows: 

I asked participants where they placed themselves on the ladder.  The same question was asked 

at the beginning and the end of the project and therefore the data collected charts their shift, if 

any, as they perceived it, as a result of their participation. 

Any shift, I hoped, would help to reveal the ability of the project to encourage a more sustained 

interest in the arts.  Had the project changed their perceptions of the arts, encouraged potential 

future participation or was the effect of the project detrimental to their future levels of 

engagement? The scope of the project enabled me to repeat this mapping process each time 

with each new community, thus contributing to a more robust, empirical data set. An example 

questionnaire follows and the data trends are analysed below: 
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CREATIVE PARTICIPANT JOURNEY ADAPTED FOR PARTICIPANTS 

Final Destination:  A vibrant community of active, networked creative 

   
INSTIGATOR 
 

I get arts projects going 

      
LEADER/ 
CHAMPION 

Enjoy being involved and getting others involved 
in existing projects 

    
PARTICIPANT 

 

Enjoy being part of arts projects 

   
POTENTIAL 

 

Would like to get involved 

  
RELUCTANT 

 

I’m interested but don’t think it’s for me 

 
BYSTANDER 

 

Happy to watch, rather than do. 

 
DISINTERESTED 
 

Not really interested in the arts 

Figure 7 The Creative Participant Journey Adapted for Participants (Adams, 2014)
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The questionnaire above was run at the beginning and end of each project during four different projects in four different communities. The 

response of 16 candidates was recorded, the summary findings of which are:  

Creative Participant Journey progression - Follow the Diversion 
    

 
Disinterested Bystander Reluctant Potential Participant Leader Instigator respondents 

  6.3% 0.0% 6.3% 31.3% 31.3% 18.8% 6.3% 100.0% 

Beginning 1   1 5 5 3 1 16 

  0.0% 0.0% 6.3% 6.3% 31.3% 50.0% 6.3% 100.0% 

End     1 1 5 8 1 16 

Change -6.3% 0.0% 0.0% -25.0% 0.0% 31.3% 0.0% 0.0% 

 
Beginning End 

      Reluctant 13% 6% 
      Potential 31% 6% 
      Involved 56% 88% 
      

         

When the figures are added together, at the beginning of the project 13% of the participants were not interested in participating or reluctant 

to participate, 31% were potential 56% were already enjoying being involved in the arts, showing a healthy proportion of participants, already 

on their journeys. 

At the end of the project, reluctant people had been reduced to 6%, 6% were potential and 88% said they were enjoying the arts.  This means 

that the project helped an additional 32% of participants to extend their creative journeys.   
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In addition, what is not reflected in the table above, but visible in the detail in the appendix, 69% of 

participants said they had made a progression on their creative journey from starting the project 

and completing it and of these, 50% progressed by one stage, and 19% made a two stage step, 

whilst 25% of people remained static and 1% (1 person) stated that they had regressed from 

instigator to leader. Participants that remained static, were all in the participant or leader 

categories at the outset. Finally, the survey revealed that the biggest journeys made were from 

disinterested to potential and from potential to leader.  

Even though, there is little background information here, what we are seeing is progressive 

experience as a result of the project, by mapping the participant’s creative experiences and their 

tour through a “nurturing” socially engaged project. When combined with the anecdotal evidence 

from the brief video interviews also included in the appendix, I argue that the combination of 

statistics and verbatim accounts attest to a project providing real efficacy of creative experience as 

well as validating the Creative Participant Journey as a powerful mechanism by which to measure 

and value participatory projects. 
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9. Conclusion 

The research has explored and observed three works of participatory practice in the field and 

considered how the autonomous creative processes of Franz West’s Passstücke and Faceless Arts’ 

Triathon generated a heterogeneous participatory response in the Gallery setting.  At the same 

time, it considered the limitations of the space, the identification of the community of interest and 

the effects of the social norms of gallery behaviour on the work.  

Having ascertained through the research that the Creative Participant Journey was not suitable as a 

measure in the fleeting moments of interaction in the gallery setting, two further lenses were 

applied in order to observe the participation at work.  These were the Levels of Engagement 

Continuum, which tracked momentary, fleeting participations and the “Episoding Conventions” 

theory (White, 2013, p. 40), which explored the nature of the invitation.  The data collected 

revealed that, in this setting, whilst participation ensued, it was predominantly passive, with 

participants either viewing Franz West’s TV screen or photographing Triathon.   In varying degrees, 

the participant remained restricted  as an “un-emancipated spectator” by the social norms of the 

gallery space, its monument to “priceless” art, the deification of the late artist, in the case of West, 

and the reluctance to engage with performance in the case of Triathon.   

However, these observations were made possible by applying a set of tools that provided the 

observer with an opportunity to step back and, as objectively as possible, record their observations.  

Therefore, the lenses applied helped to deepen understanding of the nature of momentary 

participation and the progressive routes of participants as they engaged with the art work. 

The Creative Participant Journey was adapted as a questionnaire and applied to the deeper, longer 

work of Follow the Diversion as it toured to East Riding Communities. In this setting, a different kind 

of community was considered, that of the Community of Sense, a community of aesthetic 

experience.  Although attributable to Rancière, in professional arts practice, this is to my knowledge 

a unique, powerful and egalitarian way of identifying participants. It is an identification that occurs 

not through need or subjugation of communities to those more experienced, but arises as a 

community that is self-identified and forms as itself as a new community as a result of the project.  

The aesthetic community of dis-identified persons (Rancière, 2009) referred to in the Emancipated 
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Spectator is a thought-provoking consideration for the future of participatory arts practice, 

especially in light of my initial argument that participatory arts practice should be valued for its 

effective delivery of excellent creative experiences that a) a provide a more egalitarian way of 

engaging people in the arts – by engaging community of sense or aesthetic community b) provide a 

continuous process of experience rather than a means to an end -  by creating a journey of co-

authored, co-experienced processes and c) that are potentially more effective in the long term. 

 

It is difficult to prove c) above at this juncture, as we do not have a view to the longer term. Perhaps 

a re-run of the Journey questionnaire with the same participants in a year’s time will elicit some 

interesting results.   However, the research proves that the Creative Participant Journey is effective 

at measuring the creative trajectories of participants in a prolonged creative process and it is a 

commanding tool (especially when bolstered with anecdotal evidence from participants in 

interview) by which to advocate for the type of participatory arts work that nurtures and celebrates 

creativity in others.  

 

I quote Rancière again, in conclusion, as he confirms my argument for a new way of producing, 

measuring and valuing creative participatory arts experiential journeys.  Rancière calls for a “new 

idiom, that conveys a new intellectual adventure” which enunciates an emancipated community as 

“a community of narrators and translators” (2009, p. 22).  

Long may we continue on shared creative adventures. 
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Notes to Figures 

Figure 1 Chart of Online Participation from BBC Participation Online Research Anonymous (date 

unknown) 

Figure 2 The Creative Participant Journey Adams (2013) 

Figure 3  NPO infographic Squire (2014) unpublished 

Figure 4 Franz West Where is my Eight? exhibition at The Hepworth Wakefield, August (2014) 

Figure 5 Faceless Arts Triathon performance at The Hepworth Wakefied, August (2014) photo by 

Hannah Webster 

Figure 6 Faceless Arts Follow the Diversion, Old Goole Gala August (2014) photo by Amanda 

Crowther 

Figure 7 The Creative Participant Journey (Adapted), Adams (2014) 

Notes 

                                                           
1 Arts Council England Creative People and Places Fund 
http://www.artscouncil.org.uk/funding/apply-funding/funding-programmes/creative-people-and-
places-fund/ 
 
2 Chart of Online Participation http://nicholasstreet.org/blog/2007/12/14/how-do-we-turn-
sympathisers-into-activists/  

Additional Note taken from Nicholas Street’s blog: A number of people have commented on 
the hierarchies of involvement diagram that I posted in my e-campaigning article. To clarify, the 
diagram is taken from the Participate Online research project done by the BBC, so I can’t claim 
credit for it. Still, the responses reinforce my belief that it is a useful model to use in thinking 
about campaigning and participation. 
 

iii Arts Council England Active People and Taking Part Surveys http://www.artscouncil.org.uk/what-
we-do/research-and-data/arts-audiences/active-people-survey/ 
 
iv Review of Frans West Where is my Eight exhibition a the Hepworth Wakefield 

http://www.theguardian.com/artanddesign/2014/jun/19/franz-west-review-sculpture-
hepworth-wakefield-where-is-my-eight 

 
v Faceless Arts Triathon http://www.facelessco.com/outdoor-performance/triathon 
 

http://www.artscouncil.org.uk/funding/apply-funding/funding-programmes/creative-people-and-places-fund/
http://www.artscouncil.org.uk/funding/apply-funding/funding-programmes/creative-people-and-places-fund/
http://nicholasstreet.org/blog/2007/12/14/how-do-we-turn-sympathisers-into-activists/
http://nicholasstreet.org/blog/2007/12/14/how-do-we-turn-sympathisers-into-activists/
http://www.solidariti.com/article/Levelsofengagement
http://nicholasstreet.org/blog/wp-content/uploads/2007/12/hierarchyofinvolvement_small.png
http://nicholasstreet.org/blog/2007/10/08/e-campaigning-will-lead-to-a-stronger-democracy/
http://193.113.58.250/
http://massparticipationreview.notlong.com/
http://www.artscouncil.org.uk/what-we-do/research-and-data/arts-audiences/active-people-survey/
http://www.artscouncil.org.uk/what-we-do/research-and-data/arts-audiences/active-people-survey/
http://www.theguardian.com/artanddesign/2014/jun/19/franz-west-review-sculpture-hepworth-wakefield-where-is-my-eight
http://www.theguardian.com/artanddesign/2014/jun/19/franz-west-review-sculpture-hepworth-wakefield-where-is-my-eight
http://www.facelessco.com/outdoor-performance/triathon
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vi Faceless Arts Follow the Diversion http://facelessco.com/outdoor-performance/follow-the-
diversion 
 
vii Arts Council England Strategic Touring Programme  http://www.artscouncil.org.uk/funding/apply-

funding/apply-for-funding/strategic-touring-programme/ 
 
viii Exhibition of Allan Kaprow’s Yard at The Hepworth Wakefield 
http://www.hepworthwakefield.org/whatson/yard/ 
 
ix Bread and Puppet Theater http://breadandpuppet.org/ 
 
x Yoko Ono Cut Piece www.youtube.com/watch?v=lYJ3dPwa2tI 

xi Marina Abramovic The Artist is Present 
http://www.moma.org/interactives/exhibitions/2010/marinaabramovic/ 
 
xii Forced Entertainment http://www.forcedentertainment.com/ 

xiii Station House Opera http://www.stationhouseopera.com/ 

xiv The People Show http://www.peopleshow.co.uk/ 

xv Punchdrunk http://punchdrunk.com/ 
 
xvii

 Anne Jellicoe, Colway Theatre Trust, now Claque Theatre http://www.claquetheatre.com/ 

xviii Glastonbury Festival of Contemporary Performing Arts http://www.glastonburyfestivals.co.uk/ 

xix McMaster review into supporting excellence in the arts 
http://www.artscouncil.org.uk/publication_archive/mcmaster-review-supporting-excellence-in-the-
arts-from-measurement-to-judgement/#sthash.9Puu2j2U.dpuf, 

xx Inequality Survey http://inequalitybriefing.org/brief/briefing-43-the-poorest-regions-of-the-uk-
are-the-poorest-in-northern- 

 
 
 
 
 
 
 
 
 
 
 
 
 

http://facelessco.com/outdoor-performance/follow-the-diversion
http://facelessco.com/outdoor-performance/follow-the-diversion
http://www.artscouncil.org.uk/funding/apply-funding/apply-for-funding/strategic-touring-programme/
http://www.artscouncil.org.uk/funding/apply-funding/apply-for-funding/strategic-touring-programme/
http://www.moma.org/interactives/exhibitions/2010/marinaabramovic/
http://www.artscouncil.org.uk/publication_archive/mcmaster-review-supporting-excellence-in-the-arts-from-measurement-to-judgement/#sthash.9Puu2j2U.dpuf
http://www.artscouncil.org.uk/publication_archive/mcmaster-review-supporting-excellence-in-the-arts-from-measurement-to-judgement/#sthash.9Puu2j2U.dpuf
http://inequalitybriefing.org/brief/briefing-43-the-poorest-regions-of-the-uk-are-the-poorest-in-northern-
http://inequalitybriefing.org/brief/briefing-43-the-poorest-regions-of-the-uk-are-the-poorest-in-northern-
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Appendices  

Appendix 1 a 

Levels of Engagement Continuum: Data Analysis Spreadsheet – Franz West 

Levels  Engagement Continuum 
       Artwork: Franz West 
       Date:  30/08/2014 
       

Total Attendees: 27 
    

three more engaged after the 1st 
person engaged 

Total 
Facilitations: 8 
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0% 30% 15% 7% 0% 19% 30% 30% 

 0 8 4 2 0 5 8 8 14 

Indifferent/Not engaged Passively engaged Actively Engaged 

 
AVOIDED IGNORED 

OBSERVED 
THEN PASSED 
BY  

ARRESTI
NG 

HEIGHTENED 
AWARENESS 

INTERACTIVE 
OBSERVED 
INTERACTIVIT
Y 

SHARED 
EXPERIENCE 

 

Interaction 
with the art is 
unwelcome, 
and avoided 

The work is 
scarcely 
perceived. The 
work may or 
may not be 
acknowledged 

The art work 
is 
momentarily 
watched 
without 
involvement 

The 
artwork 
is 
observed 
and 
contempl
ated for 
5 
seconds 
or longer  

The artwork 
draws 
attention to 
other people 
or things that 
are then 
contemplated 

The art work 
instigates 
interaction (A 
physical or 
verbal 
dialogue)  

The 
interaction  is 
observed by 
others 

The artwork 
orchestrates 
shared 
moments of 
interactivity 
with others 

 
  1 1 1--- 

------------------
---> 1 4 4 

 
  1 1 1--- 

------------------
---> 1 1 1 

 
  1 1 1--- 

------------------
---> 1 1 1 

   1 
1 1--- 

------------------
---> 2 2 2 

   1   
1--- 

------------------
--->       

   1   1         

   1   1         

   1             

   
% 

  
    Average not 

engaged  
15% 

  
    Average 

passively 
engaged 

 
7% 

  

    Actively 
engaged  

26% 
Engaged 
when 
facilitated 

13 48% 

   
   

  
    Notes: 

The TV was observed for longer than the art objects 
themselves 

    
 

Little interaction occurred without the presence of a gallery assistant to facilitate/invite gallery attendees to interact and 
handle the art works 

 

The only other invitation to participate comprises a sign on the wall to the side of the 
artworks. 

   

Appendix 1b Levels of Engagement Continuum: Data Analysis Spreadsheet – Triathon 

Levels of Engagement Continuum 
      

Artwork: Triathon 
      

Date:  03/09/2014 
      

Total Attendees: 32 
      

Total Facilitations: 0 
 

32 
    

13% 16% 19% 53% 9% 25% 9% 6% 

4 5 6 17 3 8 3 2 

Indifferent/Not engaged Passively engaged Actively Engaged 
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AVOIDED IGNORED 
OBSERVED 
THEN PASSED 
BY  

ARRESTING 
HEIGHTENED 
AWARENESS 

INTERACTIVE OBSERVED 
INTERACTIVITY 

SHARED 
EXPERIENCE 

Interaction 
with the art is 
unwelcome, and 
avoided 

The work is 
scarcely 
perceived. 
The work may 
or may not be 
acknowledged 

The art work is 
momentarily 
watched 
without 
involvement 

The artwork 
is observed 
and 
contemplated 
for 5 seconds 
or longer  

The artwork draws 
attention to other 
people or things 
that are then 
contemplated 

The art work 
instigates 
interaction (A 
physical or 
verbal 
dialogue)  

The 
interaction  is 
observed by 
others 

The artwork 
orchestrates 
shared 
moments of 
interactivity 
with others 

1 1 1 1-- ------------------------> 1     

1 1 1 1-- ------------------------> 1 1   

1 1 1 1---> 1       

1 1 1 1-- ------------------------> 1 1   

  1 1 1         

    1 1-- ------------------------> 1 1 1 

      1-- ------------------------> 1     

      1-- ------------------------> 1     

      1---> 1     1 

      1---> 1       

      1         

      1         

      1         

      1-- ------------------------> 1     

      1         

      1-- ------------------------> 1     

      1         

 
  

% 
  

  

 

Average 
not engaged  

14% 
  

  

 

Average 
Passively 
engaged 

 
27% 

  

  

 

Actively 
engaged 

11 14% 
Engaged when 
facilitated 

No facilitation 
 

 

 

Notes: 

      

 

Interactions were longer than with the Franz West 

    

 
Two or three people stayed for over 5 minutes photographing the work 

    

Appendix 2 Creative Participant Journey: Data analysis spreadsheet  

Creative Participant Journey progression - Follow the Diversion 
    

 
Disinterested Bystander Reluctant Potential Participant Leader Instigator respondents 

  6.3% 0.0% 6.3% 31.3% 31.3% 18.8% 6.3% 100.0% 

Beginning 1   1 5 5 3 1 16 

  0.0% 0.0% 6.3% 6.3% 31.3% 50.0% 6.3% 100.0% 

End     1 1 5 8 1 16 

Change -6.3% 0.0% 0.0% -25.0% 0.0% 31.3% 0.0% 0.0% 
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Beginning End 

      
Reluctant 13% 6% 

      
Potential 31% 6% 

      
Involved 56% 88% 

      

         

 
Disinterested Bystander Reluctant Potential Participant Leader Instigator respondents 

Brough     EH --> EH         

        MS --> MS       

        EC --> EC       

          SB SB BS BS     

            OAS OAS     

            NG <---NG 7 

Old Goole Thomas ---> ------ Thomas           

        KV ---> KV       

        RN ---> ------ RN     

        TS ---> ------ TS     

          EG ---> EG   5 

Howden         MW MW     

          TW TW       

            TS TS   

          MS MS     

                4 

Analysis No of respondents 
   

16 
  

% 50% 19% 
 

25% 6% 
   

Count 8 3 0 4 1 
   

 
Up 1  Up 2 Up 3 Static Down 1  Total 

  
Brough Analysis 3 

  
3 1 7 

  
Old Goole 2 3 

   
5 

  
Analysis Howden  3 

  
1 

 
4 

  

         
Progressed Journey 69% 

       
Remained Static 25% 

       
Regressed 6% 

        

Appendix 3 Interviews with Follow the Diversion participants, August/September 2014.   

Please access here: http://facelessco.com/outdoor-performance/follow-the-diversion 


