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University of Washington
Abstract

SOCIAL APPLICATION OF THE ARTS:
Making a Difference Through Art

by James Green Boggs

Chair of the Supervisory Committee:
Associate Professor Nancy Rivenburgh
School of Communications

The arts have been used in the service of individuals, communities and
societies for years. While many applications of the arts have been
attempted, research into the effectiveness of the arts is limited and what
research exists is fragmented and has not been gathered into a cohesive
whole. To contribute to the establishment of a newly-created field (Social
Application of the Arts), this current research gathers published socially-
applied art research and organizes it in a way useful for art-makers and
researchers. From the landscape this produces comes direction on where
productive areas for further research might be. Findings from the 231 cases
of difference-making arts projects examined in this study show that: 1) the
arts were used across a broad variety of social needs such as health,
education and human rights, 2) the arts were used at all beneficiary levels
(individual, community and society), 3) all four arts media under
consideration (dance, drama, music and visual arts) were used for
intentional difference-making, 4) the “arts elements” found in the literature
review, such as emotion, perception, representation and experience, were
used in the difference-making arts projects as their “active ingredients,” 5)
the cases used a wide variety of research methods (primarily the experiment)
and 6) a vast majority of the cases were claimed by their authors to have
achieved their desired outcome. These outcomes ranged to pain
management through music to social protest with drama.

This current study also serves to initiate the “body” of the body of knowledge
for Social Application of the Arts research.
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CHAPTER 1: INTRODUCTION

At this time in ouf history we are faced with many challenges and
opportunities. The extent to which we successfully address these will
determine the quality of life (or continuation of life) for ourselves and
other species on our planet. Currently there are extraordinarily high
levels of crime, substance abuse, teen pregnancy, HIV/AIDS incidence,
disenfranchised youth, dysfunctional families, child abuse and
domestic violence. In the arena of the environment, forests are being
cut down at an unprecedented rate, global climate change is widely
accepted as scientific fact and is predicted to have devastating
consequences, human population growth is proceeding unchecked,
and numerous species of plants and animals are either already extinct
or endangered. As Dale Jamieson (1992), in “Ethics, Public Policy and
Global Warming,” states, “While our species dances with the devil, the
rest of nature is held hostage” (p.147). Sadly, during the writing of
this work, on September 11, 2001, four commercial airliners were
hijacked and used as unwitting and unwilling weapons against US
citizens in New York and Washington, DC. How we humans are
treating ourselves, each other, and this planet is clearly not working,

and we need all of the tools we can get to help us solve these



challenges. We also need to invent new “ways of being” such that we
choose to use these new tools for the common good, and we need the

creative capacities to invent new ones as needed.

ART AS A POWERFUL TOOL

Numerous authors have argued that art is a powerful tool and we
should be applying it to help us address social issues and
opportunities. Milenko Matanovi¢, an artist who runs the Issaquah,
Washington-based Pomegranate Center!, sees a great contribution
that the arts can make to society. He suggests that the earth can be
considered the “ultimate art project” and that art should be integrated
into our everyday lives:

There’s a gift that artists can give to our time that is much
more than making pretty objects. It’s the gift of
understanding the process of creation, the end result of
which is the world of forms, of the things that we make
and build—economic structures, social structures, and
cities. So I ask, “How are we ordinary citizens aware of
that image of ourselves? Are we exercising artistry in our
lives? Are we good artists? These questions are especially
pertinent in current times: the wake of destruction that
often follows our actions indicates that we are not good
artists in our daily lives. (Matanovié¢, 1985, p.196-7)

1 From the Pomegranate Center Mission Statement: “Pomegranate Center is a non-
profit organization helping low-income and high-density communities create
community-built gathering places that contribute to social vitality, public health and
a sense of place” (Matanovic, 2001).



Matanovi¢ seems to be referring to art as a link between creation and
invention, where invention is a form of applied creation. He also
speaks to the art’s relationship to composition, the “capability to make
differences that when brought together make a difference, a capability
suited to innovation: in brief, what unsolved problems demand”
(Carter, 2002, p.1). Matanovi¢ is calling for artistic composition from

us all.

Daloz, et al. (1996), in Common Fire: Leading lives of Commitment in a
Complex World, assert that increasing participation in the arts can
cultivate “habits of mind that are now needed” (p.230). They studied
people who had maintained long-term commitment to their vision
while working towards the common good, and they suggest that the
arts increase people’s ability to deal with ambiguity as well as their
patience with practice. One person they interviewed stated, “Painting
has been for me a mind-blowing experience because not only do you
not get it right the first time, but you aren’t supposed to” (p.230).
Daloz, et al. also assert that the arts have been used historically to
create images for society that inspire hope and possibility, and that

such images are also used to determine the moral life of the
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community. They say these new images (whether presented in words,
symbols or rituals) are needed to form a more powerful language to

communicate the realities of our times.

John Dewey (1934) also makes a strong argument for the power of the
arts in his book, Art as Experience. He stresses that emotional
fulfillment for an individual can come from artistic expression. He also
asserts that art is the most effective form of communication.
According to Dewey, “In the end, works of art are the only media of
complete and unhindered communication between [person] and
[person] that can occur in a world of gulfs and walls that limit
community of experience” (p.105) and, “Art breaks through barriers
that divide human beings, which are impermeable in ordinary
association”’ @.244). Dewey says that this level of communication is
possible because art, through its ability to create an experience for
another, has the capacity to bypass reasoning. Finally, through this
impact on the connectedness of individuals, he claims that art is
powerful for a community:

Works of art that are not remote from common life, that

are widely enjoyed by a community, are signs of a unified

collective life. But they are also marvelous aids in the
creation of such a life. The remaking of the material of
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experience in the act of expression is not an isolated event

confined to the artist and to a person here and there who

happens to enjoy the work. In the degree in which art

exercises its office, it is also a remaking of the experience

of the community in the direction of greater order and

unity. (Dewey, 1934, p.81)
Other authors have suggested that the power of the arts can be
applied to specific areas. For example, Eisner (1992), Hanna (1992)
and Kaelin (1991), assert that art can be used in education. Feder &
Feder (1981), Ritter & Low (1996), Marwick (2000) and Goodrich &
Goodrich (1986) propose the use of art in therapy. Breitinger (1992),
Frank (1996) and Morrison (1993) suggest that art is valuable for
health promotion, and Boal (1985), Kershaw (1992) and van Erven

(1988) propose and chronicle art’s role in social protest. The use of art

in education and therapy is covered in detail below.

EDUCATION

Elliot Eisner (1992), a leading researcher in the area of education,
maintains that art should play a central role in teaching and learning.
He suggests that art can provide valuable lessons for dealing with the

ambiguous nature of a partially-ordered world. These include:
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“Not all problems have single, correct answers” (p.75).

Eisner states that art can work in the area of imagination,
multiple perspectives, and personal interpretation.
Enhanced capabilities in these areas can open up new

solutions and new opportunities for action.

“The form of a thing is part of its content” (p.75).

Art allows form to not be rigid. Eisner says that the ability
to play with the form of an object (e.g., vary its color to
something other than “normal”) allows us to seeitin a
new way. Lavender instead of green grass alters our
perception of grass and facilitates an exploration of the

uniqueness of grass.

“Having fixed objectives and pursuing clear-cut methods
for achieving them are not always the most rational ways
of dealing with the world” (p.76).

Eisner asserts that through the study of the arts, students
can learn to be flexible and to value surprise. These

qualities allow them to be open to “unanticipated
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opportunities® and cope with “the vicissitudes of the

unpredictable” (p.76).

“The arts can help students find their individual capacity

to feel and imagine” (p.76).

Life can be a rich and deep experience. Eisner states that
through interaction with art and its aspects of expression
and discovery, students can “discover their potential to

respond” (p.76).

In addition to Eisner, Hanna (1992) asserts that study in the arts can
enhance cognition (stimulate mental awareness, increase
concentration), promote social relations (e.g., through creative
collaborations) and promote productive citizenship. Similarly, Kaelin
(1991) states that art can help create “...a wider range of citizens
capable of whatever kind of behavior is permitted by heightened
sensitivity, imagination, and the depths of feeling experienced under

conditions of perceptual control® (p.169).



THERAPY

The use of art for therapy (physical therapy and psychotherapy) is
perhaps the most common social application of art that currently
exists. Art’s use for healing (especially music) can be traced back
thousands of years (Feder & Feder, 1981) (Ritter & Low, 1996). There
are numerous professional organizations, conferences and journals
devoted to art therapy, dance/movement therapy, drama therapy and

music therapy.

The expressive arts therapies (a collective term used for all media of
art therapies) have been used in a wide variety of settings, including
nursing homes, hospitals, rehabilitation facilities and juvenile
detention centers. Expressive arts therapies can be used for the
treatment of communication disorders, cognitive impairments,
dementia, stress, substance abuse, obstructive pulmonary disease,
and rheumatoid arthritis and childbirth labor pain (Marwick, 2000).
These and other applications are claimed to rest on art’s abilities in
the areas of creativity, expression of emotions, self-/other-/body-

awareness (Ritter & Low, 1996) and “trying out new roles,” (from work
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by Goodrich and Goodrich (1986) with a learning disabled, personality

disordered, adolescent).

While the above authors and many others have stated that the arts are
powerful, there are those who say that there is as of yet little research
to support these claims. Karen Hamblen (1993), referring to arts’
application to education, wrote that those who push for an
instrumental use of the arts, suggest that

...the study of art promotes creative behaviors, critical

thinking, self-awareness, social relations, lower

absenteeism, and increased test scores in other subject

areas. The theoretical foundations and research findings

for these outcomes are, however, lacking from art

education practice and literature. (p.191)
Laura Burleigh and Larry Beutler (1996) speak of this same lack of
research support in the area of arts’ therapeutic use, and assert that
without a solid foundation of empirical research, the potential of the
arts will not be achieved. Bernard and Elaine Feder (1998) support

this idea and call for more individuals who are trained in both art

therapy and research methods.
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Louise Stevens (1993) also speaks of the need to rigorously question
the impact of arts projects that have “long been implemented as
conventional wisdom” (p.7). Heather Wainwright (1997) also calls for
those who say that their art will make a difference to be held
accountable for that difference being made:

And indeed, when someone—be they law enforcement

officers, politicians, medical professionals, or artists—

walks into our neighborhood and says, 1'm going to make

things better,’ we should expect nothing less.

(Wainwright, 1997, p.20)
Of the research on difference-making art that exists, often times the
results are overs'tated, stated in terms of simple causality, or
misinterpreted by the press or public. According to Weinberger (2000),
in “ The Mozart Effect A Small Part of the Big Picture,” there is also
the danger of a “quick-fix” mentality by the public that tends to blow
arts’ effectiveness claims out of proportion. In the case of the “Mozart
Effect,” researchers (Rauscher, Shaw, & Ky, 1993) found a significant

positive short-term relationship between listening to a piano sonata by

Mozart and spatial/temporal reasoning. The popular press quickly
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sensationalized the very limited effect and claimed a link between

listening to Mozart and intelligence.?

Given the frequency of unsubstantiated claims about art’s powers and
the amount of less-than-rigorous research concerning art’s
effectiveness, it is entirely reasonable that there are those who assume
that the arts are not effective at difference-making. However, even
from the initial search of the scholarly literatures, it became apparent
that there are clear indications—albeit ones scattered across many
disciplines from therapy to political protest—that art can be and is

being used to make real differences.

The purpose of this study is therefore to look at the (currently) far-
flung arts project research as a coherent group in order to organize
and articulate what we know (but don’t know that we know) about the
social application of the arts. This will be done by: 1) gathering and
organizing difference-making arts research in a way that has not been

done before (by looking at arts projects across disciplines and areas),

2 Misinterpretation of results is also covered in Social Experimentation: A Method for
Planning and Evaluating Social Intervention, Rieken & Boruch, Eds. (1974).
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2) suggesting some preliminary findings about this body of work as a
whole, and 3) from this suggesting ways in which to design and
evaluate arts projects in the future. In so doing, this study intends to
be one small step towards establishing a field for difference-making
art. With this in mind, careful attention will be paid to possible items
for a future research agenda, as well as what the current state of

research suggests for what might be improved.

Along the way, a separate literature search will be performed to gather
those aspects of art that are commonly thought to be at the root of
art’s power. For example (as stated previously) Matanovi¢ (1985) links
art with creativity and Daloz, et al. (1996) associate it with images and
communication. Dewey (1934) links art with expression,
communication, experience and connectedness. In this study, these
items/concepts will be termed “arts elements” and a literature review
will be performed to gather other such elements. Once collected, the
arts elements will be used as a dimension along which the difference-
making arts projects under consideration will be categorized. Looking
at these elements begins to get at the question of effectiveness, as

distinguished from effects — the how versus the outcome. In this way,
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the current study can contribute to our understanding the process,

instead of merely reporting on the product.

The primary questions asked in this study are:
What have the arts been used for?

Are there any differences in the application of different arts
media?

Are there any differences in the application of different “arts
elements”*?

What is the state of research around difference-making arts
projects?

What differences have been made (i.e., outcomes achieved) with
socially-applied art?
The remainder of this work is organized as follows: Chapter 2 is a
literature review that provides the theoretical basis for this study. It
includes the rationale for looking at disparate studies as a whole, the
dimensions used to categorize the studies under consideration, the
arts elements that may explain why art works, and a review of

research methods used for difference-making arts projects.

Chapter 3, a literature review itself, lists the results of a search for

what various authors have said are the elements of art. These arts
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clements are used in a later chapter for the analysis of the difference-

making arts projects under consideration.

Chapter 4 outlines the research method used in this study (the case
survey method). The data gathering, sampling techniques, and
analysis methods are also described, as is the arts project

categorization/coding scheme.

The results of the data analysis are presented and discussed in
Chapter S. Some conclusions, an initial framework for the
establishment of the field, and a future research agenda are offered in

the last chapter, Chapter 6.
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CHAPTER 2: A CONCEPTUAL FRAMEWORK
FOR “DIFFERENCE-MAKING ART”

If art can make a difference, in a world where difference-making is
needed, the question then becomes that of harnessing our knowledge
about art in a way that may enhance its effectiveness. Currently, the
research literature is scattered and therefore only allows researchers
to operate as individual particles with little support from others’ work.
The phenomenon of resonance is only available to systems operating
as waves, i.e., systems with some form of collective behavior. Thomas
Kuhn (1996) speaks of the need for science to operate as a
‘community.” He states that this community is a group of specialists
who are “bound together by common elements in their education and
apprenticeship, aware of each other’s work, and characterized by the
relative fullness of their professional communication and the relative
unanimity of their professional judgment” (p.253, italics mine). He
says that the solutions a scientist finds to a problem must not only
satisfy the scientist herself, but must also satisfy the many, and that
“there are no other professional communities in which individual
creative work is so exclusively addressed to and evaluated by other

members of the profession” (p.164). This peer-review system that
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makes up science, especially when it is able to encompass “paradigm
shifts” (the primary topic of Kuhn’s work), has produced extraordinary

results over the years.

Walter Willett (2001), in his work on the nascent field of nutrition,
compares this scientific process to that of various researchers
gathering pebbles and placing them on a scale. Some pebbles are
larger than others (i.e., more conclusive research), and sooner or later,
“the weight of evidence gradually tips the balance in favor of one idea

over another” (p.29). Science is necessarily a team sport.

Fienberg, et al. (1985) suggest that the benefits of data3 sharing
include:
Reinforcement of open scientific inquiry,
Verification, refutation, or refinement of original resulits,
Promotion of existing research through existing data,

Encouraging more appropriate use of empirical data in
policy formulation and evaluation,

Improvements of measurement and data collection
methods,

3 Fienberg, et al. are speaking primarily of sharing primary data, but this can easily
be extended to resuits as well.
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Development of theoretical knowledge and knowledge of
analytic technique,

Encouragement of multiple perspectives,

Provision of resources for training in research,

Protection against faulty data, and

[A] climate in which scientific research confronts decision

making.
(Fienberg et al., 1985 p.9-15)

All of the accounts above stress the necessity of sharing research. In
the case of difference-making arts, adequate sharing seems to be
discouraged by a lack of access. The current study’s gathering and
categorization of research articles is intended as a first step? in the
direction of creating easier access for the as-of-yet unformed

“community” of difference-making art makers and researchers.

First, then, a distinction for “difference-making art” is needed for the

selection process of research articles.

4 Even for a field with an existing “body of knowledge”® (social science) Glass, et al.
(1981) lament, “The house of social science research is sadly dilapidated. It is strewn
among the scree of a hundred journals and lies about in the unsightly rubble of a
million dissertations. Even if it cannot be built into a science, the rubble ought to be
sifted and culled for whatever congistency there is in it* (p.11). They call for careful
and thoughtful use of previous research.
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“DIFFERENCE-MAKING ART”

Another way of stating “art is powerful” is to say “art makes a
difference.” Power, difference-making, and effectiveness are all closely
related. Some, however, claim that all art (if it is truly art) makes a
difference.56 With this in mind, a further distinction will therefore be
needed for this study. I propose that there be a special category of art
wherein its difference-making is specifically addressed and attended to

by the maker(s) or researchert(s).”

One of the intentions behind the current research is to foster the
practice of difference-making art-makers specifically stating that their
art is being made with the intention of difference-making, and that
their work is implemented in a rigorous social science research

framework so as to both increase the possibility of effectiveness and to

5 For instance, the act of creation itself is difference-making in the sense that
something was brought into existence that didn't exist before.

6 Others, on the other hand, say that any art that sets out to make a difference isn't
art at all (hence the derisive label “utilitarian”® art). Carol Becker addresses this
nicely by distinguishing “heavy handed” art from difference-making art (Becker,
1994a, p.127), based on Herbert Marcuse’s assertion that the more politically overt
an artwork is, the less effective it ultimately is (Marcuse, 1978). Dewey (1934)
describes the resuits of the “message placement” in heavy-handed art as being
“painful because it is foisted upon us by something that we feel comes from outside
the movement of the subject matter® (p.68).

7 Carter (2002) distinguishes “invention® from “creation” by asserting, “Invention is
self-consciously applicable. With invention, applicability comes first. There are
problems to be solved” (p.1).
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evaluate the effectiveness. This question of effectiveness is best asked
as, “How [by what means] might art make the needed difference?” or,
“How is this art making the intended difference?” or, “How did this art
make the intended difference?” 8 Heather Wainwright (1997) states in
her article “In the Neighborhood: A Critique of Social Activist Art,” *“If
an artist explicitly intends that the project do social work, then it is
reasonable to judge the success of that project by whether or not it
achieves this goal” (p.16). She goes on to say that the ... goals should
be clearly articulated within the project® (p.16). In addition to “clearly
articulated” arts projects, however, the current study also considered
projects created with the intention of, but not the clear articulation of,

difference-making (for example community ritual dances9).

In the research world, exception could be taken to a researcher!? going
out with an intentional difference to make. It is normally considered

that science is “neutral,” unbiased and objective (Slife & Williams,

8 Or more accurately, using Carter’s (2002) (2000) All That It Takes, “How did this art
contribute to the difference that was made?”

9 For these types of artworks, the researcher is the one articulating and looking into
the difference-making.

10 This person (or team) could be an art-maker researching his/her own difference-
making, a researcher studying the difference-making of an art-maker, or an art-
maker/researcher commissioned to make difference-making art for another party,
community or organization.
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1995). It is sometimes thought that in order for science to remain
“pure,” the researcher should be detached and “agenda-less® and have
no intention to make a difference with the population or issue under
study. In Designing Social Research, Norman Blaikie (2000) states, “In
some reséarch traditions, detachment is considered to be necessary to
achieve objectivity. In other traditions, it is claimed that detachment
and, hence, objectivity, is impossible® (p.50). Lewin (1997), Dewey
(1910; 1929), Carter (1998), Argyris, et al. (1985) and Morgan (1983)
address this issue and assert that it is not only possible to carry out
proper research in this manner, but desirable since the world is in
need of assistance with its problems and opportunities. Argyris, et al.
(1985) suggest that some science is merely satisfied with explaining
“what is,” but what'’s really needed are solutions to real problems (as
well as development of theoretical bases for the solutions). Carter
(2000) charges scientists with taking on the tough questions of “what
might be” and “what ought to be” instead of only “what is.” These two
additional questions imply a moral imperative for scientists.!! These

authors, like Blaikie, assert that: 1) all research is “biased” anyway

11 Sayer (1984) and Wolfe (1989) also discuss the moral obligations of social science
research.
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(e.g., in the original choice of topics, often set by funding
opportunities), and 2) as-long as scientific integrity (verifiability,
falsifiability!2, etc.) is maintained, setting out to contribute to society is
desirable. As long as there is scientific integrity, they do not see a
scientist’s motivation to contribute to society as a hindrance. Kaplan
(1964) suggests, “Everything depends on the conduct of the inquiry,.on
the way in which we arrive at our conclusions. Freedom from bias
means having an open mind, not an empty one” (p.375). This type of
social science research has been termed by some as “action research,”
and has been described as “...a general mode of inquiry that seeks to
contribute to the practical concerns of people in a problematic
situation and to the goals of social science within a mutually
acceptable ethical framework” (Suchman, 1983, p.95, italics in

original).13

A brief aside: “difference-making art” is also distinct from a
“difference-making artist.” For instance, Bono, the lead singer of the

rock band U2, is very politically active and has been instrumental in

12 From Popper (1963, p.15).
13 Referring to Rapport (1970).
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having the United States government reduce the debt owed it by
developing nations (Corn, 1999). He also recently organized the
recording and release of a CD “What’s Going On,” a collaboration with
top musicians as a benefit for AIDS relief in Africa and for the victims
of the September 11t bombing. Bono’s use of his celebrity status for
difference-making is distinct from his use of music for difference-

making.

Now that “difference-making art® has been distinguished and will be
used for the gathering of the research articles, further distinctions will
be needed to look at the projects’ effectiveness. Difference-making
considerations are:

a) “For what reason was the difference-making
done/attempted?” (i.c., to address what type of whose
need)

b) “How was the difference-making done/attempted?”
(termed “process” by Carter (2000) and
Suchman (1967, p.61)

c) “Was the intended difference made?”
(termed “product” by Carter (2000), “performance”
by Suchman (1967), p.61)

d) “How was the research performed?”

Or in short: Why? How? Did it work? How do we know?
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These questions translate into the following dimensions. The
conceptualizations of the dimensions follow.

a) Problem/opportunity (social need) addressed,

b) Beneficiaries,!4

c) Art medium used,

d) Arts element(s) used,

f) Outcome, and

e) Research method used.

PROBLEM / OPPORTUNITY ADDRESSED

As mentioned in Chapter 1, an initial cross-discipline review of the
literature revealed that art is being used to address a wide range of
social problems and opportunities (hereafter referred to as “social
needs®). To begin to map the social areas in which difference-making
art has been applied and where it has not, each project’s “social need”
was coded. This dimension is uncommon for many forms of synthesis
research since often the focal interest is the same for all studies under

consideration (especially with meta-analysis, since the results are

14 That is, those intended to receive benefit from the difference-making art.
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synthesized and therefore must be produced from equivalent research

questions).

To encompass such a broad span of social needs, the categories of
social issues used in this study were derived from the organizational
structure of the United Nations, since the UN is constituted as the
ultimate social service organization.!5 The UN structure also provides
a less US-centric view of social services than other structures or lists
of social issues that were examined (for instance, a US-based list
would not normally include refugee issues whereas the UN structure
does). Additionally, each of the difference-making art projects
considered in this study concerns the practical application of art, so to
sort them with the question akin to “What social service agency would
be most likely to do this project?” is logical.!6 Table 1 provides a list of
relevant UN agencies and their primary missions and foci. The foci
were found on the agencies websites. A chart of the organizational

structure of the UN can be found in Appendix A.

IS See the Preamble to the Charter of the United Nations (United Nations, 2000).
16 The final list of categories is not an exact reflection of the UN structure, but is
derived from the UN structure. Therefore the “social service agency” is abstracted
somewhat.
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Table 1. United Nations Agencies and Their Abbreviated Foci

UNITED NATIONS AGENCY FOCUS
FAO (Food and Agriculture Organization) Agriculture
ILO (International Labour Organization) Labor
ITC (International Trade Centre) Business
OHCHR (Office of the High Commissioner for Human Rights (Political/Civic,
Human Rights) Social/Cultural)
UNDCP (United Nations Drug Control Narcotic Drugs
| Programme)
UNDP (United Nations Development Programme) | Development and Poverty
| UNEP (United Nations Environment Programme) | Environment
[ UNESCO (United Nations Educational, Scientific | Education, Science & Culture
and Cultural Organization)

UNFPA (United Nations Population Fund)

Population and Reproduction

UNHCR (United Nations High Commissioner for
Refugees)

Refugees

UNHCS (United Nations Centre for Human
Settlements (Habitat))

Human Settlements / Housing

UNICEF (United Nations Children’s Fund)

Children (Nutrition, Navigate

UNIFEM (United Nations Development Fund for
Women)

Adolescence, Children’s Rights)
Women (Women’s Human
Rights, Violence Against
Women, Empowerment, Gender
Equality)

WFP (World Food Programme)

Food

WHO (World Health Organization)

Health (Physical and Mental
Health, Ageing and Substance
Dependency)

World Bank / IMF (International Monetary Fund)

Economics

Pre-tests of this categorization of arenas of social concern suggested

that this structure was generally adequate, except in one area. Initial

readings showed that the arts have been used in attempts to

understand and improve various mental processes. These range from

enhancing self esteem and self image to improving spatial reasoning.

Consequently, a subcategory of (non-pathology-based) “mental

functioning” was added to the general area of Mental Health (under
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WHO). Thus, the WHO-derived category is more properly thought of as
“physical and mental health / functioning.” Clearly this is outside of
the WHO mission, but was necessary in order to create a

comprehensive categorization.

For the final list of social need categories, the UNESCO main areas
(Education, Science and Culture) were split into three separate
categories (main-, not sub-) since they were so dissimilar. UNESCO’s
“culture” mission includes issues related to cultural identity, the
cultural dimension of development, and the preservation of cultural

heritage (UNESCO, 1982).

BENEFICIARY

Difference-making implies beneficiaries. Solving problems is done
with benefit to someone in mind, so the concept of beneficiary is
inherent to the process. Each of the above social needs can be
addressed at different levels of social organization of the beneficiary.
For instance, the issue of poverty can be tackled at the individual
level, the community level or the societal level. Each level requires

different processes of difference-making, so a distinction needs to be



27

made for level. The categories for level of beneficiary used in this
study are derived from the work of Mankowski and Rappaport (2000).
In their article, “Narrative Concepts and Analysis in Spiritually-based
Communities,” they distinguish these as individual, community, and
cultural / societal levels of analysis.!? The community level is defined
here to include families, groups and organizations (everything between
individual and societal). Rubinstein, et al. (2000) use these same

levels in their work on health systems.

ARTS MEDIUM

The question, “How was the difference-making done/attempted?”
addresses the process component of difference making. Relating art to
communications for a moment,!8 from the earliest work on
communications, the medium was considered important. Shannon
and Weaver’s (1948) famous (but outdated) model of communication
includes the channel as a basic component of the system. In

Shannon’s (1948) original article, he describes the channel as “...

17 This micro/middle/macro delineation carefully sidesteps the problem with defining
“group,” as described in van Nieuwenhuijze’s (1967) Intelligible Fields in the Social
Sciences.

18 As does Denis McQuail (1994), Dewey, (1934), and Carey (1989a).
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merely the medium used to transmit the signal from the transmitter to
receiver. It may be a pair of wires, a coaxial cable, a band of radio
frequencies, a beam of light, etc.” (p.340). The channel has a channel
capacity (which relates to fidelity), and the possibility of noise
(entropy). Error correction and redundancy can be used to somewhat
offset noise. Their model, later called the transmission model of
communications, is useful for digital data transmission over wires, but
is limited with respect to communication as a social process since it
does not account for context. It does, however, acknowledge that the
medium has some impact on the process, although the word “merely”
in the description of channel implies that the impact is presumably
small and regular (and can therefore be filtered out, or inverse-filtered,
as the case may be). Lasswell’s (1948) verbal version of this theory
“Who / Says What / In Which Channel / To Whom / With What
Effect?” (p.37) also acknowledges the importance of the channel in

communication.

Other models of communication more suited to the complexities and
vagaries of the social process (and that deal with meaning, which

Shannon expressly did not) also highlight the importance of the
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medium itself. The most extreme could be McLuhan’s (1964) oft-
quoted, “The medium is the message® (p.7). He adds that one
dimension along which to distinguish media is their use of different

senses (for instance television use more senses than newspaper).

With all of the attention given the medium itself in the study of
communication, it is reasonable to assume that the arts medium in
difference-making art projects might be significant to the difference-
making process. Therefore, the medium was coded for each research
_ project under consideration. To eliminate boundary considerations,
only mainstream arts media were used as categories for this initial
study. These media include dance, dramal9, visual arts and music.
For this study, visual arts include: “visual art,” drawing, painting,
sculpting and mural-making. It is acknowledged that there are many
other arts media that are commonly used for making a difference, but

they were not addressed here.

19 Pro-social television and radio “soap operas” will be included in this category if
they appear in the sample from the “drama” keyword search.
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ARTS ELEMENT

An initial search of the literature for difference-making arts research
showed that in the conceptualization section of many projects, specific
aspects of art were listed as the “active ingredient” that would be used
for the difference-making. For instance, Lewis and Scannell (1995)
hypothesized that expressive dance movement could impact body
image, a common disturbance among (mostly) women. Based on the
work of Leventhal (1989), they propose that “creative dance provides
an opportunity for expressive release and can elicit the emotional
engagement necessary to produce change in body image”® (Lewis &
Scannell, 1995, p.156). The aspects of art key to that study were

those of expression, creativity, emotion and engagement.

Another study, “National Integration Though Value-Oriented Activities”
(Taj & Rekha, 1995), proposed the use of cultural dance with children

for nation-building. The authors stated,

All that these children need is freedom of expression to
their creativity and talent which almost all children
possess. Therefore, banking on this raw material it would
be possible to inculcate basic day to day values and when
these values are properly nurtured and strengthened it

would build up higher values essential for building a
strong nation. (p.74)
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These authors are suggesting that expression and creativity are

difference-making elements of art.

From these examples it can be seen that art has been intentionally
used to try to make a difference, and that certain aspects of art were
highlighted as the primary source of effectiveness. As previously
mentioned, paying attention to these aspects will allow for art to be
treated as a process (i.e., a concern for effectiveness - “How is art
working here?”), in addition to the attention on outcome (i.e., effects,

addressed later in this work).

Therefore, a separate literature review was performed to search for
what has been proposed as the essential difference-making elements of
art, or the “active ingredients.” For this study, these aspects are
hereafter termed arts elements, and are defined as “concepts that have
been associated with art in theoretical writings about art.”20 Much

has been postulated about art and its make-up. It is not the goal of

2 This style of definition could be classified as Hempel’s (1952) nominal definition.



32

this study to explain why art has these elements, how these elements
function, in what ways these elements are distinct from one another
(indeed they all may be interconnected), or if these elements even
exist. However, it could be said that this is an attempt to define art in
the limited sense of defining something in terms of its elements and
relational items, which is one of the forms of definition set out by

Hempel (1952).

Still, the primary intention of this research is to determine what
elements have been associated with art through the years. Later in
this study it will be determined if the found elements have been
intentionally applied to difference-making. Some of the elements will
be process “properties® and some will hint at process aspects by the
response to them. Each of the elements is clearly a multi-faceted
concept of its own and was not conceptualized or explored deeply in
this study. Once found through the literature review, each arts
element was operationalized and entered into the codebook for coding

of the difference-making arts cases.
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A brief note on the word “element”: The word “element” in the English
language implies an object-part pair of items (a leaf, an element of a
tree, is a part of a tree). The word element therefore also implies the
type of relation between the two. Carter (2000; 1994), in his work on
ideational mechanics, would call this object-part relation an “inside-
outside” relation.2! Other types of item-item pairs exist, however, as
do other relations (Carter states that in addition to inside-outside
relations there are: sequence (before-after), contributor, sufficient,
necessary, and same/not-same relations). With this in mind, the word
“element” (or basically any other word in the English language) is an
insufficient choice for this study, since it brings with it the limitations
of object-part / inside-outside. A limitation-less word is needed for the
processual component which has been associated with art. Given the
deficiencies of the English language, however, the word “element” will
continue to be used. The reader is asked to temporarily expand the
capacity of the word to include the possibility of other item-item pairs
and relationship types. This broadened capacity of “element” will

allow, for example, the arts element pair “art - emotion” (emotion is

21 Also see Hempel (1952) on the limitations of what he calls object- class or
-property terms (or the “genus-differentia,” p.5 rule).
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very often associated with art but is more of a before-after relation
than inside-outside, which the original definition of “element” might

imply).

For the coding of the difference-making arts cases, if an arts element
was cited in the research conceptualization section of the article as a
possible contributor to the difference to be made it was recorded as

data. Therefore manifest, not latent, content was coded.

RESEARCH

The final large concept that needs to be conceptualized for this study
is that of “research.” Effective difference-making is needed in the
social domain to address the pressing issues facing us. The scientific
practice of research supports this need by: a) stipulating that projects
be set up in a way to maximize their probability of success, b)
requiring that measurement is in place such that we know if a
difference was or is being made, and c) calling for the results to be
shared with the scientific community so that others can evaluate and
learn from the work. It is indeed the case that many difference-

making arts projects have been done without regard to research.
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Unfortunately, those projects have little to offer the wider community
and therefore much of their value is lost. With this in mind, the
research component of the cases under consideration was examined

as way to judge the state of research used in difference-making art.

For this work, “research” shall be conceptualized as the gathering of
knowledge. This broad viewpoint provides room for much-debated
aspects of research such as:
a) The possible (or not) “objectivity” of the observer as
mentioned above,

b) That there may be “multiple knowledges” to be gained
(Morgan, 1983) depending on the researcher’s standpoint,

c) Whether or not the research is meant to change the object
under study?2, and

d) The varying types of methods for gathering data (Blaikie,
2000).
Since the current research is designed to deal with a wide range of
research projects, this broad conceptualization of research is needed.

The fourth item above, the gathering of data, is one dimension of the

22 Termed “action research” (Argyris et al., 1985).
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research projects under consideration that has been recorded for
analysis. Common methods, listed in Blaikie’s (2000) Designing Social
Research, include:

Experiment
Survey

Ethnography / Fieldwork

Case study

Content analysis

Secondary analysis

Observation

Historical

Simulation and gaming

Evaluation research

Social impact assessment  (Blaikie, 2000, p.40)

Additional methods, listed by Wimmer and Dominick (1997) in Mass

Media Research: An Introduction, include:

Focus group
Intensive interview (Wimmer & Dominick, 1997)

Pre-tests of this categorization of research methods showed that one
more category needed to be added to this list, that of “Descriptive /
Cultural Studies / Critical Analysis.” The articles in this category were
non-theory-based descriptions (but passed the initial inclusion
criterion of being in a refereed academic journal) or those using

Cultural Studies or Critical Theory approaches.
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Clearly, the above research methods categories can overlap. Blaike
pointed out the difficulties in trying to rationalize the list, and
suggested several other distinctions with which to categorize research.
One is that of “data collection® from “data sources” (Blaikie, 2000,
p.43). For instance, it is common to have an experiment be the source
of data, but the data collection is done through a survey. In another
instance, a survey itself can be used as both the data source and the
data collection23 (hence the overlap of the methods in the list above).
Adding to the confusion, these methods are used in different fields of
scholarly activity, each with its own methodological preferences and

terminology.

Since a full untangling of the complexities of research methods is
beyond the scope of this study, a decision was made to code purely on
the basis of manifest content. In other words, primacy was given to
whatever the researchers thought they were doing (with the data

source / data collection hierarchy honored if needed). If no method

23 For example Klein, et al.’s (1993) national in-home survey regarding adolescents’
risky behavior and media use.
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was specified (which was often the case in the Descriptive category),
coder judgment was employed. In all cases, the first “method” used
was coded. Table 2 shows the full Research Methods list with their

explicit operationalizations.
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Table 2. Research Methods with Operationalization

RESEARCH

METHOD OPERATIONALIZATION

Case study A case study “focuses primarily on the qualitative, multiaspect,
in-depth study of one or a few cases” (Larsson, 1993. p.1515}.

Content Content analysis is “a research technique for making inferences

analysis by systematically and objectively identifying specified
characteristics within a text” (Frey, Botan, Friedman, & Kreps,
1991, p.5)

Descriptive Descriptive is defined here as either: 1) no formal method and
little if any theoretical underpinning, or 2) critical theory style
analysis, description or conjecture.

Ethnography / | *|[E]thnography involves examining the patterned interactions and

fieldwork significant symbols of specific cultural groups to identify the
cultural norms (rules) that direct their behaviors and the
meanings people ascribe to each other’s behaviors” (Frey et al.,
1991. p.229)

Evaluation Evaluation research is assessing the performance of a social

research program based on its stated objectives (Wholey, 1984).

Experiment Experiments “test causal relationships by randomly assigning
individuals or entities to experimental and control groups and
then applying different procedures or treatments to these groups”
(Blaikie, 2000, p.41).

Focus group A focus group is "an interview conducted with 6-12 subjects
simuitaneously and a moderator who leads a discussion about a
specific topic” (Wimmer & Dominick, 1997, p.480).

Historical Historical research use data from the past to explain single
events or classes of events (Nord, 1981).

Interview (in- In-depth (or “intensive”) interviews are one-on-one interviews

depth) where a respondent is asked extensive questions. Intensive
interviews are usually very long, and can provide details as to
why a respondent give specific answers. (Wimmer & Dominick,
1997)

Meta-analysis | Meta-analysis is “the resolution of the basic facts from a set of

or review of studies that all bear on the same relationship® (Hunter, Schmidt,

research & Jackson, 1982, p.10). “Review of research” here is used for
more of a listing of research (similar to a literature review) with
no attempt at synthesizing the findings.

Observation Observation is watching and recording “what people say and do”

(Frankfort-Nachmias & Nachmias, 1996). For this study,
observation as a data source is distinguished as observation in a
natural (non-experimental) setting, and distinguished from
ethnography as not concerning a specific cultural group.
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Table 2. Research Methods with Operationalization (cont.)

RESEARCH

METHOD OPERATIONALIZATION

Secondary Secondary analysis is the “reuse of social science data after they

analysis have been put aside by the researcher who gathered them”
(Becker, 1981, p.240).

Simulation and | Simulations and games “induce...in a restricted and well-defined

gaming context, the same kind of motivations and behaviors that occur in
the broader contexts of life where we play for keeps” (Coleman,
1968, p.29)

Social impact | A SIA measures the impact of a program or development project

assessment has on a community’s social systems. “The key issues to be
addressed in SIA include a number of potential effects that
developments may have on populations, infrastructure, services,
housing, social relationships within the community etc.”
(Chadwick, 2001).

Survey In surveys, “...respondents are asked questions concerning their

beliefs, attitudes and behaviors® (Frey et al., 1991, p. 179).

As further dimensions of research methods, the distinction between

qualitative and quantitative was noted for each research project under

consideration, as well as the level of statistics involved (none,

descriptive only, or more advanced than descriptive?4) (Riffe & Frietag,

1997).

24 Where appropriate (i.e., where sampled data, not census data, was involved).
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RESEARCH QUESTIONS

Based on the above conceptualization, the questions addressed in this

study restated in detail are:

Application: What have difference-making arts been used for?

RQ1.1. Which social needs have been addressed by
difference-making art projects, and which ones were
addressed most frequently?

RQ1.2. What beneficiary levels were addressed, and which
ones were addressed most frequently?

Arts Media: Are there any differences in the application of
different arts media?

RQ2.1. Which arts media were used in difference-making
arts projects?

RQ2.2. For a given arts medium, was it applied more often
to some social needs than to others?

RQ2.3. For a given arts medium, was it applied more often
at some beneficiary levels than others?

Arts Elements: Are there any differences in the application of
different arts elements?

RQ3.1. Have the elements associated with art been used in
difference-making arts projects?

If so,
RQ3.2. Which arts elements were used most frequently?
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RQ3.3. For a given arts element, was it applied more often
to some social needs than to others?

RQ3.4. For a given arts element, was it applied more often
at some beneficiary levels than at others?

RQ3.5. Are certain arts elements associated with certain
arts media?

RQ3.6. Does the use of the arts elements “cluster” (i.e., are

certain elements commonly used in conjunction
with other elements)?

Research Methods: What is the state of research around
difference-making arts projects?

RQ4.1. Which research methods have been used most
frequently?

RQ4.2. For a given research method, was it used more often
with some arts media than with others?

RQ4.3. What proportion of cases used empirical methods,
and of those, what was their level of statistics?

Outcome: What differences have been made (i.e., outcomes
achieved) with socially-applied art?

RQS. Did the projects achieve their intended outcomes?



43

CHAPTER 3. ARTS ELEMENTS

Countless authors since the time of Plato and before have asserted
that the arts have special properties or elements that may be
responsible for art’s purported power. This chapter presents the
results of a detailed review of the literature on such elements.

The elements found from the literature review are listed in Table 3.
Following the table are brief descriptions of the elements and what
several (of the many) authors have said about each. As was mentioned
previously, it was not the goal of this current study to critically

examine these elements, it was merely to seek them out.
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Table 3. Arts Elements Found in the Literature

Beauty

Celebration

Communication

Connection with others / oneness / connection with self

Creativity

Critical examination of “reality® / critical thinking /
conscientization?S / consciousness raising

Emotion / affect / mood / catharsis

Empathy

Engagement / excitement / “wake up” / arousal / motivation

Entertainment / pleasure / enjoyment / fun

Escape / distraction / fantasy / attention diversion / disruption

Experiential / sensory experience / practice / play the role of

Expression / give voice / project identity

Humor

Identification with / model / personal relevance

Imagination / visualization / problem solving

Information / learning / education / instruction

Inquiry / exploration / analysis

Narrative, passing down and remembering events / tradition /
commemoration / memorial / memory and recall

New idea / promote an idea / normalize & validate / speak
possibility” even while presenting “miserable reality”

Parody / satire / irony

Perception / awareness / make special or strange / bring to
attention / bring to focus / illumination / articulation /
social critique / keep on the agenda

Representation / symbols / icons / metaphors / saying that which
cannot be said in words / allegory / “hidden transcript®

Transcendent experience

Transgressing / controversy

Other (Spatial reasoning, neural effects, physiological effects, exhibit
competency, feel accomplishment, provide space for public
debate / “get people talking”)

25 Coined by Paulo Freire (Freire, 1970) in Pedagogy of the Oppressed as a form of

critical awareness.
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BEAUTY
Beauty is an element long associated with art. Tolstoy (1989),
referring to the philosopher Schelling’s?6 view on art’s capacity to bring
forth beauty, wrote:

Beauty is the perception of the infinite in the finite, and

the chief characteristic of works of art is unconscious

infinity... [Bleauty is the fundamental idea of everything.

In the world we see only distortions of the fundamental

idea, but art, by imagination, may lift itself to the height of

this idea. (Tolstoy, 1989. p.99)
Beauty, however, can be itself a contradiction. Steven Ross (1982)
suggests that in art, it is common to have a tension between beauty
and ugliness. For example, beauty can be expressed in a painting of a
stark burned-out landscape of a decaying industrial town. Art is

claimed to be the only medium that can hold that contradiction.

Carol Becker (1994b), writing on Herbert Marcuse’s views on the
subversive power of beauty, states that beauty can “require people to
consider what no longer exists, what resides in dreams, memories of a
time (whether real or imagined) when life was fulfilling and people’s

relationship to it seemed less estranged” (p.124). She suggests that

2 Schelling (1775-1845)
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the emotion of longing can propel people forward to build a better

existence.

CELEBRATION

Peter Mudford (1979) begins his book The Art of Celebration with the
bold statement, “The purpose of art is to celebrate the human world
we all share” (p.13). He suggests that celebration is a fundamental
need for humans, given the challenges that life throws at us, and that
it is up to the artist’s imagination to “construct in an unassailable way
something upon which to rejoice” (p.17). Victor Turner (1982) also
writes on art and celebration and suggests that celebrations bring our

pasts and present together.

COMMUNICATION

Another highly complex concept that is attributed or linked to art is
the notion of “communication.” Dewey (1934) strongly asserts the
power of art as a communication medium: “For it is by activities that
are shared and by language and other means of intercourse that
qualities and values become common to the experience of a group of

mankind. Now art is the most effective mode of communication that
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exists” (p.286). Later on he makes it clear that the type of

communication to which he is referring is not that of announcing, but

of a sharing.

CONNECTION / ONENESS

Many authors speak of art’s ability to connect individuals. “Art breaks
barriers that divide human beings, which are impermeable in ordinary
association,” Dewey (1934, p.244) writes. He also states that art can
create a sense of being a part of the “larger, all-inclusive, whole which
is the universe in which we live” 27 (p.195). Tolstoy (1989) suggests
the same idea, that “...art destroys the opposition between the one and

the many... by uniting them” (p.109).

CREATIVITY

Creativity is said to be the essence of the artistic process. To create is
to bring something into existence that did not exist before. Daloz, et
al. (1996), who studied one hundred individuals living lives of

commitment to the common good, suggest that participation in the

77 A “sense of oneness” is reported to be one manifestation of the tranacendent
element of art.
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arts is useful for cultivating the “habits of the mind” that are now
needed. These habits include elements of creativity such as
“engagement with mystery and tolerance for ambiguity” (p.230).
Vincent Tomas (1964) speaks of the artistic creative process as not
initially knowing what the outcome will be, only the direction to go,
until arrival (which distinguishes a creative work from a “paint-by-

numbers”® work).

CRITICAL EXAMINATION OF REALITY

Closely related to art’s “perception” element is its ability to call in
question the solidity of so-called reality. For example, Augusto Boal’s
(1985) theater work, based on the critical pedagogy of the late Paulo
Freire (1970), facilitates audiences’ (termed “spec-actors” due to the
participatory nature of his work) examination of current situations of
their oppression. In the drama structure “Forum Theatre,” the
audience see their own situations played out for them, and they get to
try new solutions to the problem. The result of the process seems not
to be specific new solutions, but a sense that there are solutions (i.e.,

“reality” is not quite as solid as it was before the performance).
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EMOTION3s

Art is often associated with emotions, both in its capacity as a medium
of expression for the art-maker, and as an agent of provoking an
emotional response from the viewer. John Dewey (1934) situates
emotion at the heart (so to speak) of art, since he asserts that art is
expression and expression is sourced by emotion. Referring to a
possible effect of the expressing of emotion, Aristotle suggested that
“art releases unconscious tensions and purges the soul®?? (Kris, 1952,

p-495).

Concerning art’s emotional impact on those who experience it, Albert
Barnes (1933) suggests that our minds contain:

...a vast number of emotional attitudes, feelings ready to
be reéxcited when the proper stimulus arrives, and more
than anything else it is these forms, this residue of
experience, which, fuller and richer than in the mind of
the ordinary man, constitute the artist’s capital. What is
called the magic of the artist resides in his ability to
transfer these values from one field of experience to
another, to attach them to the objects of our common life,

# While in some works there is a distinction between emotion and affect, such as
Carter (1994), in the current research this distinction was not made since, in the
cases considered, the terms were used interchangeably.

3 Termed kathartic.
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and by his imaginative insight make these objects
poignant and momentous. (Barnes & Mazia, 1933, p.31)
Similarly, Tolstoy (1989) refers to art’s capacity to “infect” its audience

with emotion (p.53).

EMPATHY

Art is said to be able to create empathy between the audience and the
performers or the subjects of the art. An accomplished actor can
provide the experience to audience members of being in the actors’
shoes. Ellen Burstyn, an actor interviewed in Milenko Matanovié’s
Lightworks: Explorations in Art, Culture, and Creativity (1985), states
that an actor needs to have empathy with the character she or he is
playing. Wilhelm Worringer (1953) extends the notion of empathy to
include the process of actively engaging with an artwork (either

through “self-activation” or being “demanded” by the work).

ENGAGEMENT
The arts have the capacity to grab our attention and to engage us.

Worringer (1953) speaks of art’s capacity through its sensory nature to
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draws us into the world of the work. Ultimately, he suggests, we can

“lose ourselves” in the contemplation of an artwork.

ENTERTAINMENT

According to Singhal and Rogers (1999), art has the ability to
entertain. They define entertainment as “a performance of spectacle
that captures the interest or attention of individuals, giving them
pleasure and/or amusement”® (p.10). Victor Turner (1982) suggests
that entertainment forms reverse the normal order of things. He says
that in entertainment, our deepest held values and beliefs are

expressed.

The relationship between art and entertainment is a rocky one,
however. “Serious” art can’t be entertaining (which may be why the
word “serious” is used?). Peter Mudford (1979), in The Art of

Celebration, handles this conflict well. He states:

There is a place—and a very important place—for the art
that is just entertainment, which makes us laugh, feel
more lively, turns our minds from less endurable
problems, and sends us back to them more able to cope...
But the great artist does something of a different kind. He
sees all that is dark in reality; but by the power and
creativeness of his imagination he enables us to see
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through the reality to an order in which there is an
affirmation, a kind of rejoicing. (Mudford, 1979, p.187)

ESCAPE

Art can “transport” us out of this time and place, into a whole new
world where new freedoms are experienced (Becker, 1994a). Mudford
(1979) speaks of art’s ability to provide escape as it relates to
celebration. He asserts that artists who provide relief and escape
should be honored for their contribution. Like entertainment,
however, there is a stigma around the notion of escape with its
embedded Protestant Ethic accusation of frivolity. This stigma is
addressed in Robert Wilson’s (1986) aptly titled chapter “The Courage

to be Leisured®.30

EXPERIENCE

John Dewey (1934) speaks of art’s capacity to create an experience. He

states:

Through art, meanings of objects that are otherwise
dumb, inchoate, restricted, and resisted are clarified and
concentrated, and not by thought working laboriously
upon them, nor by escape in to a world of mere sense, but
by creation of a new experience. (Dewey, 1934, p.132-3)

% In this chapter Wilson connects creativity with the freedom derived from leisure.
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He also asserts that, “The poem, or painting, does not operate in the
dimension of corrective descriptive statement but in that of experience
itself® (p.85). There seems to be something about art that can draw us
into itself and into the world of the subject of the work. Suzanne Lacy
(1995) suggests that an artist “becomes a conduit for the experience of
others” by entering deeply into the subject’s world and then “reporting”
on it in a way that the audience receives it as an experience, not a

description (p.174).

EXPRESSION

Expression can be of information, ideas, emotions, or the “self.” Dewey
(1934) distinguishes expression from “discharge.” He speaks of the
need for a process of clarification to create art: “The primitive and raw
material of experience needs to be reworked in order to secure artistic
expression” (p.74). A related concept is that of being witnessed, i.e.,
“the sense of being heard and understood” (Meekums, 1999, p.254).
Guy Sircello (1972), in Mind and Art, comes to the conclusion that self-
expression must be “a fundamental aspect of a person in order for its

expression to count as self-expression of that person” (p.307). Other
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emotions or ideas can be expressed, but he asserts that for something
to be a self-expression it must represent something other than

“temporarily or occasionally had feelings or attitudes” (p.307).

HUMOR
Jeanne B. Thomas (1997), in her synthesizing work on humor, asserts
that for a story to be humorous, it has the following:
1. The story must create perceptions of incongruity,
ambivalence, superiority, or the recognition of a taboo

topic,

2. The story must be based in or linked to a challenge to
convention or expectation, and

3. The participants must have some emotional distance from
the story (it must not be too painful or too boring).
(Thomas, 1997)
Patricia Harris (1975) studied humorous cartoons and found that the
experimental subjects were most likely to rate a cartoon humorous
when a drawing was paired with a caption with an unexpected
meaning, and when the discrepancy between the two meanings is the

greatest.
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IDENTIFICATION

Similar to art’s element for empathy is identification. Art can provide
an experience of being able to place oneself in the story, or having
one’s truth spoken. Alex Grey (1998) suggests that at the collective
level, “Art provides a mirror for its culture. What becomes popular art
[that which a population can identify with] and what lurks in the

shadows of a culture reveal much about the collect psyche of its

people” (p.26).

IMAGINATION

Andrew Ortony (1981), in Psychology and the Arts, states that artists
have more freedom than scientists, since they are not constrained by
the need to follow “the truth.” He says “The artist is free to explore
and experiments with his of her chosen medium of expression for its
own sake” (p.148). Daloz, et al. (1996) call for artists to be leaders in
the area of imagination and to “create images of hope and possibility
that can awaken and help us to see and understand” (p.230). Dewey

(1934) speaks of the need for imagination and art to deal with “life and
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experience in all its uncertainty, mystery, doubt and half-knowledge”

(p.34).

INFORMATION / EDUCATION / INSTRUCTION

While art may be considered by some to be more suited for the
emotional domain, it still has the capacity to convey information. This
capacity of art makes it ideally suited for development work, especially
for countries in which the literacy rate is low. “Theater for
development” has been used for decades on such issues as health and
family planning, and most recently, AIDS. The idea seems to be to use
other elements of art such as emotion, entertainment and empathy to
foster audience engagement and identification, and then “embed” the
content in the story. Most recently educational art used for

development has been termed Entertainment-Education (Singhal &

Rogers, 1999).

INQUIRY
Art, especially the process of making art, is thought to be a useful
means to facilitate an inquiry into a topic. An inquiry implies looking

deeply into of the dimensions of a topic. Massialas et al.’s (1975) work
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Social Issues Through Inquiry, speaks of inquiry as an active process of
learning, where a person or group “considers all possible alternatives
and obtains sufficient evidence on which to make [a] decision” (p.24).
This closely parallel’s Alex Grey’s (1998) description of the “saturation”
phase of the artistic creative process. He describes that part of the
creative process as “looking over everything [one] can find about a
subject” (p.76) while still not really knowing the final direction the
work will take. Thus, making art about a topic can be an effective way

to facilitate an inquiry into a topic.

NARRATIVE /| REMEMBRANCE / TRADITION
Art is said to serve the purpose of preserving and “passing forward”
teachings and traditions. Given art’s ability to carry and represent
extra-verbal concepts (e.g., values), it is an unparalleled vehicle for
their storage and transmission over time. Dewey (1934) speaks
strongly on art’s vital role in preserving civilization:
There are transient and there are enduring elements in a
civilization. The enduring forces are not separate; they are
a function of a multitude of passing incidents as the latter
are organized into the meanings that form minds. Artis

the great force in effecting this consolidation. The
individuals who have minds pass away one by one. The
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works in which meanings have received objective

expression endure. (Dewey, 1934, p.327)
David McMillan (1996), in his work on “psychological sense of
community,” asserts that art is integral to the strength of a community
for this very reason. He found that art is used for the representation
of a community’s “shared dramatic moments” (events a community
has gone through that have contained risk to the community or some
of its members). McMillan indicates that the shared dramatic
moments that demonstrate the “transcendent values” of a community
(such as courage) are chosen by the community to be represented by
art and are inserted into the corpus of the community and spoken and

passed on by the art3!.

Another slightly different form of “passing forward” could be called
“remembrance.” Some events or situations are of the magnitude that a
community or society feels that the events themselves should not be
forgotten. These events or situations are then stored over time

through art. A striking example of this is Maya Lin’s US Vietnam war

31 One manifestation of this form of community art is “community narrative” as
described by Julian Rappaport’s (1998) “The Art of Social Change: Community
Narratives as Resources for Individual and Collective Identity.”
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memorial. It is a simple yet incredibly moving work, consisting of a
492-foot black polished granite wall with the names of US soldiers who
died in the Vietnam War engraved in chronological order of the dates
of their deaths (Gans, 1987). Ongoing art such as Lin’s, as well as
other works about the Nazi Holocaust, the AIDS pandemic3?, and
South African apartheid33, serve as greater-than-historical reminders

of these situations.

NEW IDEAS

Herbert Marcuse (1978), in The Aesthetic Dimension, speaks of art’s
capacity to present new (and potentially extremely subversive) new
ideas. He states:

... a work can be called revolutionary if, by virtue of the
aesthetic transformation, it represents, in the exemplary
date of individuals, the prevailing unfreedom and the
rebelling forces, thus breaking through the mystified (and
petrified) social reality, and opening the horizon of change
(liberation). (Marcuse, 1978, p.xi)

32 See Jeff Weinstein’s (1989) essay “Names Carried into the Future: An AIDS Quilt
Unfolds.”

33 For an account of the influence of Peter Gabriel’s song about the slain anti-
apartheid leader Steven Biko, see Tomaselli (1993).
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PARODY
Parody, a unique form of humor, is, like humor, “carried” by the art
medium. Since parody deals with multiple levels of meaning, art is

especially suited for it.

PERCEPTION / MAKE STRANGE / MAKE SPECIAL / ILLUMINATE
James Carey (1989a), in his essay “A Cultural Approach to
Communication,” states that the arts can “make the phenomenon
strange” (p.24). What he means is that commonplace things and
events can become so familiar that we no longer notice them. Art, he
suggests, “can take the sound of the sea, the intonation of a voice, the
texture of a fabric, the design of a face, the play of light upon a
landscape, and wrench these ordinary phenomena out of the backdrop
of existence and force them into the foreground of consideration”
(p-24). Ellen Dissanayake (1988) refers to this effect as “making
special.” She addresses the conscious act of embellishing objects or
using stylized movements in rituals, and suggests that “making
special® may have originated in a desire to convince others (or oneself)
of the desirability or efficacy of the object or activity (p.104). This

same mechanism can be used to draw attention to something that
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should be noticed, such as unexamined social issues. Art can provide
an articulation of a condition, and in so doing, art distinguishes it

from the background.

At the societal level, art can function as a “mirror” and present the
image of a culture to itself. Alex Grey (1998) suggests that the
collective psyche of a culture is reflected in its popular art. Henri
Matisse (1953) said “To see itself is a creative operation... The effort
needed to see things without distortion takes something very much
like courage” (p.21). The arts can facilitate this seeing by providing a

new perception on our own perception.

REPRESENTATION / SYMBOLS / METAPHOR / SAYING WHAT
CANNOT BE SAID IN WORDS

Of all of the arts elements in this list, one of the most fundamental
may be art’s capacity to represent some thing or idea, greater than, or
at least distinct from, the original object or idea. In the gestalt of a
work, something larger comes present. Steven Ross (1982) explores
representation at length in his book A Theory of Art, and suggests that
the value of representational art is that the subject and the art “are

not the same; but they are either similar in some respects or are
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intimately related” (p.19). He asserts that accuracy of a
representation of a work is not the point, since, “The value of a work
does not depend on faithfulness to its object, but on heightened
possibilities” (p.20). Taking the idea of “heightened possibilities” one
step further, Herbert Read (1945) says that the symbols that artists
use can even be the symbols of the unknown (which allows for the

“Speaking Possibility” art element listed below).

A concept related to symbolism is “metaphor.” Goodman (1976), in
Languages of Art, suggests that some metaphors “...involve the
transfer of a schema between [two] realms” (p. 81). Art seems
especially suited to make such a transfer. Metaphor can also be used
to hide the “real” meaning of a work from the scrutinizing eyes of an

OpPPressor or censor.

Finally, a number of authors suggest that art, through its means of
representation, can say some things better than words. Dewey (1934)
asserts “each art speaks an idiom that conveys what cannot be said in
another language and yet remains the same” (p.106). Charles Morris

(1946), in his work Signs, Symbols and Behavior says the same: “I see
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no compelling reason for not regarding the arts as languages... less
adequate than spoken language for some purposes of communication

but more adequate for others” (p.193).

TRANSCENDENCE

One of the least understood but most commonly referred to elements
of art is its ability to have us “transcend” everyday existence. Ken
Wilber (1998), in Eye of Spirit, suggests that “Great art suspends the
reverted eye, the lamented past, the anticipated future: we enter with
it into the timeless present; we are with God today, perfect in our
manner and mode, open to the riches and the glories of a realm that

time forgot...” (p.136). Art has the capacity to bring us to a state of

ecstasy.

TRANSGRESSION

Art can be used as a way to transgress social norms as a protest
against them. B. Ruby Rich (1994), describing works intentionally
designed to create a reaction, states “...these were inherently
transgressive works dedicated to shattering taboo, works valued

precisely for that thrill of shock, work fully conscious of the outrage
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likely to attend any migration outside their intended subcultural
audience...” (p.235). In parallel with the “bring to attention” element
of art mentioned above, Carol Becker (1994a) asserts, “The function of
art is not to be politely absorbed but rather to challenge and disrupt”
(p.127). Instead of being a quiet violation to a norm, art’s public
nature makes it a flagrant violation, which serves the purpose of

transgression even better.
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CHAPTER 4: METHOD

This current research is an attempt to understand the power of the
arts though examining a substantial number of difference-making arts
projects that span a diverse range of disciplines. In order to deal with
a collection of such radically different works (and to prevent the
research method from inappropriately excluding relevant examples),
the “case survey” method was used. The data sample was obtained by
searching a computer database of academic journals, then each article
was coded along the dimensions described in Chapters 2 and 3. The
“coverage matrix” method of data presentation was used to show what
is and isn't being done regarding difference-making art’s application to
social needs, and additional analysis was performed using descriptive

and statistical tools. Each of these steps is described in detail below.

CASE SURVEY METHOD

The case survey method was first described by William Lucas (1974) in
The Case Survey Method: Aggregating Case Experience. This method
has been previously applied by Yin and Heald (1975) to urban
decentralization, Larsson (1993) to mergers and acquisitions, and

Beierle (2000) to participatory environmental planning.



Yin and Heald (1975) state that the case survey method *allows an
analyst to aggregate the case study experiences and to assess the
quality of each case study in a reliable and replicable manner” (p.372).
In the current research, individual difference-making arts research
projects are used as the cases. The case survey method entails the
reader-analysts “asking” close-ended questions34 of the cases like a
researcher would ask people in a survey or interview (Beierle &
Konisky, 2000). In this way, data can be derived from the cases that
are different from the data produced by the original research questions
in those studies (GAO (General Accounting Office), 1991). While the
original case survey method was proposed as a way to aggregate case
studies, there is nothing in the case survey method that mandates
that the cases under consideration be limited to case studies. In this
current research, works that use a variety of research methods were

included and their research method was a dimension of analysis.

The case survey method is related to, but distinct from, meta-analysis

3 The “questions” were derived from the coding sheets listed in the Appendices. For
example, one question is: Which arts medium was used?
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and content analysis. According to Robert Rosenthal (1991), the meta-
analysis method is “quantitative procedures for comparing and
combining the results of a series of studies” (p.13). In contrast, the
case survey method is designed to “aggregate the characteristics, but
not necessarily the conclusions, of [the] cases” (Yin & Heald, 1975,
p.371). Additionally, the meta-analysis method is primarily designed
to work with similar studies, whereas the case survey method allows

for vastly dissimilar studies to be included in the sample.

From a data-gathering standpoint, the case survey method appears to
be fairly close to the content analysis research method. In both
methods, the articles in the sample are “asked questions” about their
content. Content analyses, however, were originally concerned with
the content of “messages,” whereas case surveys are concerned with
the characteristics of a study. In this way, the two methods differ in
their intention (although it would be entirely appropriate to content
analyze other types of content besides messages, as was done in Riffe

and Frietag’s (1997) “A Content Analysis of Content Analyses: Twenty-

Five Years of Journalism Quarterly”).



DATA SEARCH AND SAMPLE
Since there is no cohesive body of knowledge to draw from, a search
across many disciplines for difference-making arts research was
required. Glass, et al. (1981) in their article on meta-analysis speak of
the difficulties of this process:

No matter how ambitious and sophisticated are one’s

efforts to find all ... research on a topic, the aspiration to

find everything must be inevitably frustrated. There is

simply too much literature in too many strange places to

find it all. (Glass et al., 1981, p.63)

This is no excuse, however, and Glass, et al., end with a call for

thorough searches.

The scope of the search, while still large, was limited by the criterion
that each project must have been published in a peer-reviewed
academic journal. There are literally thousands of current and past
efforts at making a difference through art35, but far fewer have been

performed (and documented) in a rigorous enough manner to pass the

35 For instance, an Internet search on the keywords “elders and dance” using the
www.google.com search engine produced 55,900 hits, and the keywords “community
and art® produced 1,400,000 hits (access date: 06 December, 2000). While all hits
are not difference-making arts projects, this still implies that there is much activity
in these areas.
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test of academic referees. The computer database Expanded Academic
Index (EA), a general social science database that includes
approximately 1,500 academic journals, was searched for research
articles.36 To help limit the number of database hits produced by the

search, the date range of 1990-present was used.3?

Graphically, the multiple sets and subsets of the universe of
difference-making arts projects are shown in Figure 1 (not drawn to
scale). Ti'ne outer-most level represents all possible social issues. Of
those social issues, some of them have been or are being addressed
with difference-making art. Of the difference-making arts projects,
only some of them have been documented. Of those that have been
documented, only a few of them have been documented in a way
accepted by peer-reviewed academic journals. The study’s cases are

drawn from this last group.

3 The warnings of Susan Willey (2000) about the pitfalls of database and online
research are noted (i.e., that the sample is pre-selected by the corporations that
design the databases and search engines). Database searches are inherently
secondary searches since the primary coding was done by those who assigned the
keywords.

37 One 1989 article “Aesthetic responses to a series of paintings by Paul Klee”
(Parrott) was included due to its direct addressing of the arts elements. Also, the
1988 article “Using Actors as ‘Clients’ for an Interviewing Simulation in an
Undergraduate Clinical Psychology Course® (Lane, 1988) was included so that the
reasonably common “simulated patient”® application of drama would be represented.
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All social needs at all levels of beneficiary

No art applied Art applied
Not documented

Documented

Informal (Mq

Figure 1. Universe of Social Issues and Difference-making Art

Appendix B shows the list of keywords that was used for the search.
Each arts media keyword (or keyword set) was AND’ed with words
from the Research Method Terms keyword set, the Research-related
Terms keyword set, and the “Difference-making” Terms keyword set.
These keyword sets form what could be called a “cluster.” This

keyword cluster was designed to be inclusive yet as efficient as
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possible38. It was tested against the author’s personal database of
difference-making arts research articles (50 total) and produced an

inclusion rate of 84%.
The number of hits that the keyword cluster produced for each
medium is shown in Table 4.

Table 4. Database Hits for Keyword Cluster
by Arts Medium (April-October, 2001)

Number of EA
Arts Medium | database hits
Dance 980
Drama 4,948
Music 4,937
Visual Arts 6,630
TOTAL: 17,945

The inclusion criteria for articles found in peer-reviewed journals was
as follows:
An article to be considered for this study must include:
1. Art production or art-observing in an arts medium of

dance, drama, music or visual arts (drawing, painting,
sculpting or mural-making),

38 Even with the “best laid plans,” the efficiency (i.e., number of usable articles to
number of database hits) was extremely low due to search tool limitations. For
example, the Expanded Academic Index search engine could not exclude “draw on”
while including “draw,” which resulted in a huge number of irrelevant database hits.
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2. The art work was intended to produce some specific social
outcome, and

3. The impact of the art work was addressed in some way.

As shown in Table 4, the number of hits for each of the arts media was
too large to allow for an examination of every hit, so a random
sampling technique was designed. The original number of articles
desired for each art medium was 100. Each search-keyword or
keyword sub-cluster was assigned a percentage of the 100 based on its
number of database hits. For instance, the method keyword
“experiment” produced 78 hits (out of the total 4,937) for the arts
medium “music.” Since (78 / 4937) * 100 = 2, two “music AND

experiment”® articles were sought.

The random selection process was implemented as follows:
1. The maximum number of articles to be selected for a keyword or

keyword sub-cluster was calculated (like the example above).

2. The “skip interval” was calculated based on the number of hits

divided by the number of articles desired. Using a skip instead
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of randomly selecting every article effectively ensured a time-

stratification in the sample.

. The starting number was randomly chosen as a place in the

database to start examining articles’ titles and abstracts.

. The search direction was randomly chosen (forward or
backward) for the situation whereby the first article examined
wasn't appropriate for the study and was excluded. For
instance, if the first article to examine was article number 600
and it was not appropriate for selection, if the random direction
chosen was “backward,” the next article to examine would be
article number 599. If the random direction chosen was

“forward,” the next article examined would be 601.

The next article (in whatever direction had been chosen) would
be examined until an appropriate article was found. Once a
usable article was found, the last starting number plus the skip

interval would be the start for the next sequential search.
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As an attempt to provide at least some representation for all research

methods and other keywords or keyword sub-clusters, if no articles

were found after an exhaustive search of Expanded Academic Index

database for a keyword set, Psychinfo was searched as well. Table 5

shows the search results.

Table S. Database Search Results by Arts Medium

Number of | Number Number Number
EA of EA of usable added
Arts database articles EA from Total
Medium hits selected articles PgEhlnfo n
Dance 980 48 40 8 48
Drama 4,948 84 56 5 61
Music 4,937 82 65 4 69
Visual 6,630 63 44 9 53
Arts
TOTAL: 17,945 277 205 26 231

In all, 231 articles were gathered for this study. As stated, the
originally intended sample size was 100 articles per arts medium (400
total). The final sample was considerably lower than that since a
number of keyword sub-clusters did not produce their quota of usable
articles after even an exhaustive (not sampled) search of their
database hits. The random selection process was designed to

appropriately minimize the effort required to collect articles, but in
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fact, most of the almost 18,000 titles were examined since the usable-
article rate was so low. Since a few keyword sub-clusters did not need
exhaustive searches of their hits, the final selection cannot precisely
be termed a census (hence the use of statistical analyses in the next

chapter), but in actuality the selection was very close to a census.

It should be mentioned that an inherent problem with computer
database searches lies in the fact that the searches are limited by: 1)
the database’s keywords have been already “coded,” thus making the
current search actually a secondary search, 2) keyword searches are
dependent on what the author decided to put in the title and abstract
(and often the abstract is not written by the author), and 3) often the
article entries have no abstracts. This situation is compounded by the
lack of an established keyword or subject-title for “difference-making
art.” These difficulties “come with the territory” for meta-analysis ~

type studies, however, especially cross-discipline ones.3?

Finally, as reported by Greenwald (1975) in his article *Consequences

¥ This difficulty does, however, point to the need for a cohesive body of literature,
with established keywords.
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of Prejudices Against the Null Hypothesis,” it must be acknowledged
that there is a much higher likelihood that cases with “positive” results
have been published than those with “negative” results (although both
are valuable for the scholarly community). This phenomenon, termed
the “file drawer problem” by Rosenthal (1991, p.103), is a possible

source of sample bias for studies such as this one.

CODING
Based on the discussion in Chapters 2 and 3, the 231 articles were

analyzed and coded along the dimensions of:

The social need,

The beneficiary level,

The arts medium used,

The arts element(s) referenced, and

The method of research used (which includes whether the

study was empirical and the level of statistics employed).
The codebook for these dimensions is included in Appendix C.
The majority of the coding was carried out by the author. A randomly

selected subset of 10% of the articles (24) was also coded by a second
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coder,%® who received training from the author. The intercoder
reliability was calculated using Holsti’s formula, and ranged from 0.88
to 1.0.41 As might be expected, the highest values (1.0) were obtained
for variables such as arts medium, beneficiary level, whether research
was empirical, and the level of statistics. Values of 0.96 or higher were
obtained for social need, research method and several of the arts
clements. For the majority of the arts elements, however, the
reliability figure was in the range of 0.88-0.91. The lower range points
to the difficulties of coding for concepts that are not well articulated in

the literature.

In addition to the coded dimensions, qualitative information was
recorded for each study regarding:

The specific beneficiary involved,42

The specific intention(s) of the study,

The operationalized indicators, and

40 A doctoral candidate in Communications at the University of Washington.

41 Additionally, a modified version of Scott’s Pi was calculated (Potter & Levine-
Donnerstein, 1999), and the intercoder reliability values ranged from 0.76 to 1.0.

42 The specific beneficiary involved (e.g., children, “at-risk® youth) is distinct from the
beneficiary level, in that for instance a group of special needs children can be the
specific beneficiaries of a project, but the difference-making is intended at the
individual level
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The (purported) results or outcome.

Of these four extra types of data, only the outcome data was used for

the current study.

COVERAGE MATRIX

A special form of data presentation, called a “coverage matrix,” was
brought into service for the current study. This method was developed
by Carter, Ruggels and Simpson (1975) and is intended as a way to
visually represent which cells in a two dimensional matrix are
“covered” by the intersection of the two dimensions (i.e., there are
cases in the study’s sample that fill the matrix’s cells). Carter, et al.
originally used it as a visual matrix display of mass media coverage as
it related to the governing of a society (issues by news sources). Their
visual representation of the coverage made it easy to see where the

coverage was inadequate. This method has also been used by Clark &

Mauldin (2000) and Haveri (1991).
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For example, to display dimension 1 (with possible values c, d and e)
by dimension 2 (with possible values f, g and h), the matrix would

appear as:

Figure 2. Example of Coverage Matrix

In the example above, the shaded cells could show an occurrence of
projects with dimension 1 = d and dimension 2 = f, and with

dimension 1= ¢ and dimension 2 = h.

The other aspect of the above map is that of the empty cells. If the
shaded areas of the map are showing, for instance, what’s being done,
then the empty cells are showing what’s not being done. A coverage
map can point to areas of need. While a coverage map is only
descriptive and cannot explain why the cells are empty, in an
exploratory study such as this one, knowing what’s not being
addressed is a preliminary, but large, step. From this step can come a

call for a) a more focused search to see if really nothing is being done,
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b) if nothing is being done, an investigation into why not, and c) work
in that area given that there is a need. The empty cells put us into
Carter’s (2000) domains of “what might be” and “what ought to be”
instead of only “what is.” These areas, by the way, also call for what
art-makers are good at: creativity43 since creativity must be used to

bring something into existence that hasn't already been thought of.

RELATIONSHIP ANALYSIS METHODS

Relationships between variables were analyzed in two very different
ways using (mostly) the same tables for each dimension-pair under
examination. First, the coverage matrix method was used. Chi-
squares were calculated to show (only) that the coverage in each table
is non-chance. As stated, the primary value of examining the tables
from the coverage matrix approach is to see in which cells there is

activity and in which there is not.

Then, column percentages were shown to act as a predictive “locator.”

These percentages serve to show the “most likely” cells in which there

43 Creativity is related to Carter’s (2000) composition component of “All That It Takes®
and invention since invention is creativity applied for a specific end.
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is activity of the column variable. These percentages only show
association and in no way are intended to show causality. More
activity may occur in one cell than another in the same column, but
here there is no implication that the row variable is responsible. Said
another way, there is no assertion that the column variable (often, but
not here, called the “independent variable”) makes a difference in the
row variable (often, but not here, called the “dependent” variable). I
acknowledge that data-presentation tables such as the ones in the
next section will pull the reader toward thinking in causal terms (since

that is the convention), but none is implied.
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CHAPTER S: RESULTS AND DISCUSSION
APPLICATION (What have the arts been used for?)

RO1.1. Which social needs have been addressed by difference-making
art projects, and which ones were addressed most frequently?

Difference-making art has been applied to a range of social needs. As
shown in Table 6, the most frequent needs addressed in the studies
reviewed fall under the areas of health, education, culture, and human
rights. Six categories were not addressed by cases in the current
sample (refugees, narcotic drugs, human settlements, labor,

agriculture, and economics).

Sub-missions of the UN agencies from which the social needs were
derived were also coded. The distribution of these sub-categories
(their percentages within their main categories) is shown in the third
column (labeled **). The sub-categories most frequently addressed
were: mental health, physical health, substance dependence, and
women’s human rights. The last column of Table 6 (labeled ***) shows
the distribution of main categories and subcategories combined, to
present the complete picture. The titles of several cases for the most

frequent of the social needs are listed in Table 7 as examples.
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Table 6. Social Need Projects Employing the Arts

SOCIAL NEED % (n)* % (m)** % (n)***
Health 28.1 (68)
Mental Health / Functioning 61.5 (40) | 17.3 (40)
Physical Health 20.0(13) | 5.6(13)
Substance Dependence 9.2 (6) 2.6 (6)
Ageing 6.2 (4) 1.7 (4)
AIDS 1.5 (1) 0.4 (1)
Oral Health 1.5 (1) 0.4 (1)
Education 22.9 (83) 22.9 (53)
Culture 18.6 (43) 18.6 (43)
Human Rights 18.6 (36) 15.6 (36)
Women 4.3 (10)
Women'’s Rights 60.0 (6) 2.6 (6)
Violence Against Women 20.0 (2) 0.9 (2)
Empowerment 10.0 (1) 0.4 (1)
Gender Equality 10.0 (1) 0.4(1)
Business 3.9 19) 3.5 (8)
Children 3.8 (8)
Nutrition 37.5 (3) 1.3 (3)
Navigate Adolescence 25.0 (2) 0.9 (2)
Children’s Rights 25.0 (2) 0.9 (2)
Other / General 12.5(1) 0.4 (1)
Environment 0.9 (3) 0.9 (2)
Population 0.9 (3) 0.9 (2)
Development and Poverty 0.4 (1) 0.4 (1)
Food 0.4 (1) 0.4(1)
Natural Sciences 0.4(1) 0.4 (1)
0.0 (0) 0.0 (0)
Narcotic Drugs 0.0 (0) 0.0 (0)
Human Settiements 0.0 (0) 0.0 (0)
Labor 0.0 (0) 0.0 (0)
| Agriculture 0.0 (0) 0.0 (0)
Economics 0.0 (0) 0.0 (0)
TOTAL: | 100 (231) 100 (231)

* Top-level social need categories (with no sub-categories)
** Sub-category frequencies and percentages (of the sub-categories’ main category)
*** Top-level and sub-category combined frequencies and percentages
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Table 7. Examples of Difference-making Arts Projects Addressing
Social Needs

ISOCIAL NEED / TITLE UTHOR| YR

[EDUCATION (22.9% of sample, n = 53)

The use of selected theatre rehearsal technique activities with Anderson | 1992
African-American adolescents labeled “behavior disordered.”

Reading with a beat: developing lite through music and song [Kolb 1996
rawing to learn morphology in a fish taxonomy laboratory tern & |2000
eliciano

ICULTURE (18.6%, n = 43)
Eultural chameleons: Portuguese Eurasian strategies for survival [Sarkissian | 1997

in post-colonial Malaysia [using traditional dance for cultural

identity]

Finding a voice: the community dramas of Monticchiello |Andrews 1991
Murals in Latino communities: social indicators of community lgado & | 1998
strengths on

AL HEALTH AND FUNCTIONING (17.3%,n=40)

An analysis and comparison of research investigating the effects of IM.i.nton 2000
dance on the self-concept and self-esteem of the participants

Effects of melody and lyrics on mood and memory [Sousou 1997
Differences in reactions to paintings by male and female college Eolzella 2000
students

error, silencing and children: international, multidisciplinary  [Lykes 1994
llaboration with Guatemalan Maya communities [therapy for
umaj

[HUMAN RIGHTS (15.6%, n = 36)

Theatre and the Eritrean struggle for freedom: the cultural troupes|Warwick | 1997
f the People’s Liberation Front

Popular culture as o itional culture: rap as resistance |Martinez | 1997
unterrevolution in concert: music and political dissent in [McClellan | 1996
lutionary France

[PHYSICAL HEALTH (5.6%, n = 13)

Effects of movement sequences and creative dance on balance of swell 1993
hildren with mental retardation

IBreitinger 1992

& 1994
lascovich
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RO1.2. What beneficiary levels were addressed, and which ones were
addressed most frequently?

The beneficiary level frequencies are shown Figure 3. By far the most
common beneficiary level is Individual (64.1% of the cases, n= 148),

followed by Society (25.1%, n=58) then Community (10.4%, n=24)44,

Individ | Cmmty | Society
Beneficiary Levels

Figure 3. Article Frequency by Beneficiary Level

4 The single case of Beneficiary Level = International was excluded for all
calculations involving Beneficiary Level. The case involved the 1985 international
famine relief concert Live Aid (Westley, 1991).
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Titles of example cases that address each of the beneficiary levels are

shown in Table 8.

Table 8. Example Cases for Each Beneficiary Level

[BENEFICIARY LEVEL / TITLE [AUTHOR|YR
INDIVIDUAL

A preliminary study of dance/movement therapy with field- IRci.Ia.nd 1990
dependent alcoholic women

Can music move people? The effects of musical complexity and [North & [1999

silence on waiting time ves
ucational drama and radical theatre practice cey & |1992
fostering critical thinking by students) oolland
MMUNITY
A democratic art: community murals as educator |Conrad 1995

The changing nature of gospel music: a Southern case study |[Kotarba [1998

A stake in utopia. (California rural theater companies) ISig_gl 1995

Communism with a theatrical face: STS and the Polish OctoberICiotﬁ 1994
of 1956

Constructing racial rhetoric: media depictions of harm in lBinder 1993
{heavy metal and rap music

ture, imperialism, and nationalist resistance: performance Folomon 1994
in colonial India
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ARTS MEDIA (Are there any differences in the use of different
arts media?)

RO2.1. Which arts media were used in difference-making arts
projects?

After a near-census search was performed in the chosen library
computer database, cases of difference-making art were found for all
four media under consideration. The frequencies of the sample are

shown in Table 9.

Table 9. Difference-making Arts Articles Sample Sizes Listed by Arts
Medium

ARTS
| MEDIUM n
Dance 48
Drama 61
Music 69
Visual arts S3
TOTAL: | 231

RQ2.2. For a given arts medium, was it applied more often to some
social needs than to others?

While limiting what “could be” by “what is” is not the intention of this
study, it is still useful to know the current state of the practice of

difference-making art. At this point it is not known if some arts media
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are more suited to some social needs than others, but it is still worth
looking at what difference-making art-makers think is most

appropriate (as judged by what has been done*5) for each social need.

To address this question, a crosstab was run using the dimensions of
social need and arts medium. The near-census nature of the “sample”
lessens the need for statistical analysis of this data, but Chi-square
analysis was performed for completeness. The results are shown in
Table 10. Statistically significance was found, which suggests that the

coverage is non-chance (X2= 71.3, p>.001, df=33, Cramer’s V =

0.29146) and that it differs from the expected47 pattern by a substantial

amount.

%S Leaving aside the consideration that, for example, a dancer will most likely apply
dance to any topic over any other arts medium because that is the tool with which he
is most familiar.

46 Cramer’s V, also used for dichotomous data is more appropriate than the Phi
coefficient for tables larger than 2 X 2, so it will be used throughout.

7 The “expected” values come from the crosstab calculation of cell frequencies based
on the assumption that there is no association between the column and row
variables.
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Table 10. Social Need by Arts Medium

MEDIUM:
Dance Drama Music Vis-art
SOCIAL % % % %
NEED {n) (n) {a) (n)
Business 7.2 7.8
(8) (4
Children 49 5.9 1.9
3) 4 (1)
Culture 31.3 16.4 118 189
(18) (10) (8) (10)
Development 1.6
and Poverty (1)
Education 16.7 21.3 20.6 34.0
(8) (13) (14) (18)
Environment 1.6 1.9
1) (1)
Food 1.5
(1)
Health 333 11.8 38.2 30.2
(16) (7) (26) (16)
Human Rights 12.5 36.1 11.8
(6) (32) (8)
Population 1.4
(1)
Science 1.9
(1)
Women 6.3 6.6 1.8 3.8
(3) 4) (1) (2)
Medium n: 48 61 68 53

Note:

1. Only “yes” values (i.e., presence of the Art Medium) are shown in the table. The
frequency of the “yes” response is reported in ()

2. The social needs for which there were no cases in the study were omitted from
this analysis.

3. The bolded cells denote frequencies that are either higher or lower than would be
expected based on the distribution.

As shown in the table, the arts media are applied differently to

different social needs. For instance, given the frequency distribution
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of social needs addressed in this sample, dance was applied more
frequently to culture than expected (and less frequently than expected
to business, children and education). Drama was applied more
frequently than expected to human rights and less frequently than
expected to health and business. Music was applied more frequently
than expected to business, children and health, and less frequently
than expected to culture and women. Visual art was applied more
frequently than expected to business and education, and less
frequently than expected to the social needs of children and human
rights.

Table 10 also shows that the epplication of each medium across social
needs differs from the other media. Considering for a moment only
those social needs with the largest frequencies (culture, education,

health and human rights):

Dance was applied more frequently to culture than the other
three arts media.

Visual art was applied more frequently to education than the
other three media.

Drama was applied less frequently to health than the other
three media.
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Drama was applied more frequently to human rights than the
other three media, and visual art was applied less frequently
(n=0) than the other three media.
When the cases in the current sample were reviewed, dance’s frequent
application to the social need “culture” reflects the frequent use of
traditional dances, visual art’s use in education reflects its use as
another modality to look at a topic,*8 and drama’s frequent use to

further human rights reflects its common application to social and

governmental protest.49

Drama, music and visual art seem to have been applied to the greatest
number of social need areas (8, 9 and 8 areas respectively, although
for some areas the number of cases is very low), whereas dance was

applied to fewer areas (5).

A brief summary of each of the arts media as they are applied to

different social needs is given below:

8 For example “Drawing to Learn Morphology in a Fish Taxonomy Laboratory,”
(Matern & Feliciano, 2000).

49 While these frequencies seem to make sense, there was never a justification in the
cases’ conceptualization sections as to why the authors chose one arts medium over
another, there was merely a justification of the medium already chosen.
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Dance: Of the 48 cases for dance, the highest frequency (33%)
was found to be in the area of health. Of these, one half of them
were in the area of Mental Health & Functioning and the rest
were distributed across the other health areas. In several
studies, dance was used to enhance body image, such as
(Adame, 1991) and (Lewis, 1995). One particularly fascinating
study addressed the use of creative movement with mothers of
young children at risk of abuse (Meekums, 1999). This study
worked with four mother-child dyads, and by the end, mothers
from two of the dyads reported more cuddles, an increased
ability to control their child’s behavior, closer feelings towards
their child, improved communication, and more positive

behavior of the two children towards their mothers.

Almost one-third (31%) of the dance cases were in the area of
culture, and another 17% addressed the social need of
education. An example of dance applied to culture can be found
in the article, “Cultural Identity, Authenticity, and Community
Survival: The Politics of Recognition in the Study of Native

American Religions® (Grim, 1996), where the Apsaalooke/Crow
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ritual called Ashkisshe (Sun Dance) was analyzed in terms of its
cultural importance for the Crow pi:oplc and the creation and
maintenance of their cultural identity. Of the cases where dance
was used in an educational setting, one example is Karen Bond’s
(1999) article, “How ‘Wild Things’ Tamed Gender Distinctions.”
In a school in Melbourne, Australia, dance was used to expand
children’s creative movement range to include movement styles

that were not gender-stereotypical.

Drama: Of the 61 drama cases, over one third (36%) were
applied in the area of human rights, 21% were applied to

education, and 16% of the cases were applied to culture.

An example of drama’s application to human rights is discussed
by 1. Peter Ukpokodu (1998). His article, “Theatre and Political
Discord: Theatre Rebels of Zimbabwe and Kenya,” outlines
theater’s role in both of those countries. He states, “Art and
artists can draw pictures of the universe of our struggle that
instill strength, clarity and hope, to our struggle to realize

visions of a new tomorrow as embodied in the struggle and
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survival of our children” (p.38). In one Kenyan play, the main
character, Matigari, goes around asking questions about truth
and justice. According to Ukpokodu, when Kenyans who had
been reading the play began talking about Matigari, the
president of Kenya (Moi) ordered the arrest of Matigari, not
knowing that he was a character in a play. When Moi found out
that Matigari was only a character, he issued orders for the

arrest of the book.

Drama appears to be particularly suited for use in education.
Studies in the sample covered using drama to teach Political
Science (Freie, 1997), Chemistry (Budzinsky, 1995), and
historical social issues (Chilcoat, 1996). Drama was also used
to enhance reading comprehension (Rose, 2000) and writing
skills (Schneider, 2000). In one study, a teacher used drama as
an entry-point to discuss the sensitive topic of pornography
(Wolf, 1994). Mary Anderson (1992), in “The Use of Selected
Theatre Rehearsal Technique Activities with African-American
Adolescents Labeled ‘Behavior Disordered,’ ® applied drama to

teach young boys appropriate social behavior. Anderson used
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exercises such as “Just Words” (a drama activity designed to
teach the students to ask others directly what they mean by
their statement and actions instead of making up their own
interpretations) and “Do It: I Won't,” where the boys learned that
they were responsible for their own reactions instead of “being

made to do it.”

In the current sample, one of the only two cases of the arts’
application to the environment was in the medium of drama.
This case was the protest theater of the radical environmental
organization Earth First! (Lange, 1990). The only case that used
art as an attempt to reduce AIDS-transmitting behavior used

drama as well (Breitinger, 1992).

Music: There were 68 cases of music’s social application. Of
these, over one third (38%) were in the area of health (and 57%
of these concerned mental health) and one fifth (2 1%) were

educational.
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In the current sample there were several studies looking at the
effects of music on mood, including Sousou (1997) and Brentar
(1994). Two of the studies looked into the possible association
between music preference and suicidal tendencies. Stack and
Gundlach (1992), in “The Effect of Country Music on Suicide,”
performed a multiple regression analysis on 49 metropolitan
areas and found that, controlling for divorce, southernness,
poverty and gun availability rate, the greater the country music

radio airtime, the greater the Caucasian-American suicide rate.

There were a number of studies concerning music’s purported ill
effects on youth. However, Martin, et al. (1993) reported:

The influence of rock/ heavy metal music is not a
simple cause-and-effect relationship. Although it is
temnpting to suggest that such music played loudly
might lead to parental discord and possible separation,
in reality this is unlikely. Rather, it appears to us that
a group of young people with preexisting personal and
family psychopathology may seek out rock/metal
because either the style or the themes and lyrics
resonate with their own feelings of frustration, rage and
despair. A larger percentage of these young people feel
happier having listened to the music. (Martin, et al.,
1993)
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The single food-related (i.e., hunger relief) music case in the
current sample addressed the 1985 Live Aid rock concert that
raised £67 million for famine relief in Ethiopia (Westley, 1991).
Five of the music cases (7%) addressed the topic of business and

explored music’s application to consumer behavior.

Visual arts: One third of the visual arts cases (34%) were
applied to the social need of education, and one third (30%) were

health-related.

In the current sample, visual arts were applied several times to
enhance children’s memory and item recall. For example,
Butler, et al. (1995), conducted an experiment whereby children
were taken to visit a fire station. The next day, each child was
individually interviewed about the visit. One half of the children
were asked to draw the fire station visit before the interview
started, and the other half were not. The researchers found that
children who drew their visit before the interview reported more

information during the interview than those who did not. They
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also found that drawing did not increase the number of errors

made by the children.

The previous table, Table 10 (Social Needs by Arts Media), has been
redrawn in Figure 4 to become a coverage map (with the zero-
frequency topics re-introduced from Table 6). In the context of the

coverage map method, the “gaps® become of interest.

SOCIAL NEED Dance Drama | Music art
| Agricuiture
Business
Children
Culture
Development and Poverty
Economics
Education
Environment
Food
Health
Human Rights
Human Settlements
Labor

Narcotic Drugs
Population

| Refugees
Science
Women

Figure 4. Social Need by Arts Medium Coverage Matrix

Note: The shaded cells denote topics that have cases (>=1) in the current sample of
applications of difference-making art.
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As can be seen in Figure 4, there are many gaps. Of the seventy-two
cells, less than one half (42%, n=30) show activity. Of the eighteen
social need areas, six areas (33%) show no activity in any arts medium

(and four more areas show activity in only one medium).

RQ2.3. For a given arts medium, was it applied more often at some
beneficiary levels than others?

A cross-tab was performed using the dimensions of arts medium and
social need. The results are shown in Table 11. Statistically
significant differences were found among the beneficiary levels for the

different arts media (X2 = 21.2, p>.01, df=6, Cramer’s V = 0.215), which

implies that the coverage is non-chance and that it differs from the

expected pattern by a substantial amount.

Dance was used as frequently as would be expected for this sample
across all beneficiary levels. Drama was used less than would be
expected at the individual level, and more than expected at the societal
level. Music was used slightly more than would be expected at the
individual level and slightly less than would be expected at the societal

level. Visual art was used more than would be expected for this
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sample at the individual level, more than would be expected at the

community level, and less that would be expected at the societal level.

These results also suggest that each arts medium was applied
differently than the others across the beneficiary levels. All four of the
media were applied least frequently at the community level, although
visual art was applied almost twice as frequently as the other three at
that level (in this sample visual art often occurred at the community
level as murals and “public art”). Drama occurred less frequently than
the other three media at the individual level. Drama was applied more
frequently than the other three media at the societal level, where this

sample showed it was used for political protest.
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Table 11. Beneficiary Level by Arts Medium

MEDIUM:
Dance Drama Music Vis-art
BENEFICIARY % % % %
LEVEL n (m) (n) (o) |
Individual 66.7% 45.9 72.1 71.7
(32) (28) (49) (38)
Community 6.3 9.8 8.8 17.0
(3) (6) (6) 9)
Society 27.1 44.3 19.1 11.3
(13) 27) (13) (6)
Medium n: 48 61 69 33
Note:

1. Only “yes” values (i.e., presence of the Art Medium) are shown in the table. The

frequency of the “yes” response is reported in ().

2. The single case of Beneficiary Level = International was omitted from this

analysis.

3. The bolded cells denote frequencies that are either higher or lower than would be
expected based on the distribution.

Examples of different arts media being applied to different levels of

beneficiary level are given below:

Dance / Individual: “Concept Modification Approach to
Pedestrian Safety: A Strategy for Modifying Young Children’s
Existing Conceptual Framework of Speed” (Cross & Pitkethly,

1991)

Researchers used dance and drama to challenge inaccurate

concepts of speed held by 6-7 year old children. The researchers

found a change in the children’s concepts and related behavior.
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Visual Arts / Community:
“A Democratic Art: Community Murals as Educator” (Conrad,

1995)

David Conrad traces the use of murals in Los Angeles, New
York, San Francisco, and Hampton College Virginia. Conrad
claims that through mural-making, community is built and

democracy is strengthened.

Drama / Society:

“Culture, Imperialism, and Nationalist Resistance: Performance
in Colonial India” (Soloman, 1994)

In his article on Indian theater, Raskesh Soloman suggests that
Indian theater was important during colonial time in that it was
able to provide “surreptitious communication” (p.327) that spoke

the new idea of the possibility of the end of the British empire.

There were no “gaps” in the coverage of beneficiary levels by arts
media.
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ARTS ELEMENTS (Are there any differences in the application of
different arts elements?)

R0O3.2. Have the arts elements been used in difference-making arts

projects?

All of the arts elements gathered from the literature review of
theoretical writing on art were found to be used in the difference-
making arts cases considered in this study. The list of the arts
elements with their frequencies of application is shown in Table 12
(ordered by frequency). The most commonly applied arts elements
were emotion, perception, representation, and expression. More than
one arts element could be coded per case, so the total percentage is
greater than 100 and the total N is greater than 231. The percentage
shown is the percentage of the 231 cases in which the arts element

was reported as being used.
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Tablel12. Frequency of Arts Elements Used in Difference-

making Arts Projects
ELEMENT % [n
Emotion / affect / mood 34.2|79
29969
Perception / awareness / make special or strange / bring to
ttention / bring to focus / illumination / articulation / social
critique / keep on the agenda
Representation / symbols / icons / metaphors / saying that which | 20-5 |62
cannot be said in words / allegory / *hidden transcript”
Erxm'ession / give voice / project identity 24.2(56
Narrative, passing down & remembering events / tradition / 15.6|36
commemoration / memorial / memory&recall
Experiential / sensory experience / practice / play the role of 14.7|34
Creativity 13.0|30
Entertainment / pleasure / enjoyment / fun 11.7|27
Connection with others / oneness / connection with self 10.8/25
Speak new idea / promote an idea / normalize & validate / speak 10.8125
lEszsibili!:z even while presenting “miserable reality”
ormation / learning / educate / instruct 10.0{23
Communication 9.1 {21
Critical examination of *reality” / critical thinking / %121
conscientization / consciousness raising
[Inquiry / exploration / analyze 7.8 |18
En ment / excitement / “wake up” / arousal / motivation 74 (17
Parody / satire / irony 74 (17
ination / visualization blem solvin. 6.9 |16
Empathy 6.5 |15
Humor 52112
Transcendent experience 43 |10
[Beauty 3919
[Escape /[ distraction / fantasy / attention diversion / disruption 3.0|7
lidentification with / model / personal relevance 307
Transgressing / controversy 26 |6
(Celebration 2215
8.7 |20

Other (spatial reasoning, neural effects, physiological effects, exhibit
mpetency, feel accomplishment, provide space for public debate,
tharsis, a iation)




105

RQ3.4. For a given arts element, was it applied more often to some
social needs than to others?

To determine if some arts elements were more frequently applied to
some social needs than others (which might imply that the project
designers thought that some arts elements would be more effective
than others for a given need0), cross-tabs were calculated for each
arts element across the social needs. Tables 13a and 13b display the
results. Significant differences in the application of arts elements
across social needs were found for the elements of beauty, connection,
empathy, expression, humor, narrative, new idea, parody, perception,
representation and transgression. The other elements’ application
showed no significant difference (although some n’s were small, so this

finding might not be reliable).

50 Since the arts element list was not available before this study, the authors also
might not have known that there was the full palette from which to choose and
therefore only chose the arts element(s) they knew.
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To explore deeper into the arts elements’ differences across social
needs, it would be useful to look at those elements in Tables 13a and
13b that have the highest frequencies since their statistical behavior
would tend to be more stable. These are emotion (n=79), expression
(n=56), perception (n=70), and representation (n=62). Of these,
emotion is applied equally across the social needs (i.e., there is no
difference by social need in emotion’s application) and the other three
vary by social need. This implies that some elements are thought of as
more useful for certain situations than other situations, while other

elements may be considered more broad-based.

Of the elements with statistically significant differences across social
needs, the following shows how they vary from the expected
frequencies. While it is not within the scope of this study to provide
explanations for these differences, some comments are attached below
to give the reader examples of plausible interpretations for several of

the items (referenced in braces “{}* and presented in detail below the

list).



Beauty:
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More frequently used than expected for science and
women

Less frequent than expected for business, children,
and education

Connection: More frequently used than expected for culture

Empathy:

Less frequent than expected for business, children,
education, health, and human rights

More frequent than expected for development &
poverty and women

Less frequent than expected for business, children,
culture, and human rights

Expression: More frequent than expected for culture and

Humor:

Narrative

New ideas:

human rights
Less frequent than expected for business,
education, and health

More frequent than expected for culture and human
rights {1}

Less frequent than expected for business, children,
education, health, and women

More frequent than expected for culture and human
rights

Less frequent than expected for business, children,
education, health, and women

More frequent than expected for children, culture,
education, environment, human rights, population
and women

Less frequent than expected for business,
education, and health

More frequent than expected for culture,
environment, and human rights {1}

Less frequent than expected for business, children,
education, health {2}, and women
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Perception: More frequent than expected for human rights and
women
Less frequent than expected for health

Representation: More frequent than expected for human rights
Less frequent than expected for health

Transgression: More frequent than expected for culture {3},
environment, and human rights {3}

Less frequent than expected for business, children,
education, health and women {3}

{1} Humor and parody were commonly used for political

protest.

{2} This makes sense since parody is generally considered
negative, and negativity would not be expected to be
commonly used with issues around children (n=0) and
women (n=0). Parody was used, however, with health
(although infrequently). For instance, risky sexual
behavior was parodied in the case authored by Breitenger
(1992).

{3} Transgression is also considered a negative act and would

therefore not commonly be used in issues around children
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and womens5! (as well as business and health). In the
cases in this study, it was used for political protest, social
and cultural commentary (such as the case of Tuareg
smiths’ role of parodying the elite during wedding rituals

(Rasmussen, 1997) and environmental protest.

An additional finding from Tables 13a and 13b is that there are several
arts elements that were applied to more social need areas that others.
These are: communication (8), emotion (10 areas), information (7), new

idea (8), perception (9), and representation (9).

Re-examining Tables 113a and 13b in the light of a coverage matrix,

many gaps can been seen. Every single gap can generate a question of

the form:

St Although, upon further consideration, if transgression is going against the social
norm, and the social norm (as judged by frequency of occurrence) is domestic
violence, perhaps the first act of bringing the problem to light is transgressive in
nature. This “upon further consideration,” by the way, is a demonstration of the
point of this research — when I questioned where an arts element was not being
applied (aka, a gap in the coverage map), a new (at least for me) application
possibility emerged.
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How can arts element X be applied to social need Y
to make a difference?
For example:

How can the arts element celebration be used to make a
difference with poverty?

How can the arts element critical thinking be used to make a
difference with overpopulation?

How can the arts element narrative be used to make a difference
with children’s rights?

RQ3.5. For a given arts element, was it applied more often at some
levels of beneficiary level than at others?

Continuing to explore the possible differences in the application of the
arts elements, cross-tabs were calculated for beneficiary level by arts
element. Significant differences were found for the elements: beauty,
connection, expression, humor, narrative, parody, perception,
representation, new ideas, transgression and other. The results are

shown in Table 14a and 14b.
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Referring to the above tables for the arts elements’ application across

beneficiary levels, the arts elements divide into three groups:

1. No difference across beneficiary levels:
Celebration, communication, creativity, critical thinking,
emotion, empathy, engagement, entertainment, escape,
experience, identification, imagination, information, inquiry, and
transcendence

2. Applied less than would be expected at the individual level,
and more than expected at the community and societal
levels:

Expression, humor, narrative, representation, new ideas, and
transgression

3. Applied less than would be expected at the individual level,
the same as expected at the community level, and more

than expected at the societal level:
Parody and perception

Two additional elements, both with statistically significant differences
in their application across beneficiary levels, but not fitting into the
groups above, are:
Beauty: Applied less than expected at the individual and
socictal levels, and more than expected at the community level
Connection: Applied less than expected at the individual level,

more than expected at the community level, and the same as
expected at the societal level
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It makes sense that the application of many of the arts elements in #2
and #3 above are skewed towards the greater-than-individual levels
since they seem to be collective phenomena (such as narrative - a
collective remembering). An arts element in these groups that I find
surprising is expression. At first thought, expression seems to be an
individual action. However, there are many cases in the sample of
community and societal expression, such as Richard Andrews’ (1991)
“Finding a Voice: The Community Dramas of Monticchiello,” where he
described a community itself having and asserting its voice instead of

the individuals within it.

Considering Tables 14a and 14b from the coverage matrix standpoint,
it can be seen that the vast majority of the cells are filled (95%). This
implies that, as a whole, the arts elements are in common use at all

levels of beneficiary. Several gaps also become apparent, however.

Namely:

Beauty’s absence at the societal level of beneficiary,
Escape’s absence at the societal level,
Identification’s absence at the community level, and

Transgression’s absence at the individual level.
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Exploring each of these possibilities may open up new areas of

productive use of difference-making art.

RQ3.6. Are certain arts elements associated with certain arts media?

The literature reviewed in the search for arts elements rarely if ever
mentioned a specific arts medium in conjunction with an arts element.
However, it still may be useful to explore whether the application of
the elements varies by arts medium. Cross-tabs were therefore
calculated for each of the arts elements as they varied across arts
media and the results are compiled in Tables 15a and 15b.52 Many

(50%) of the arts elements varied significantly across the arts media.

52 An equally fascinating direction would be to reverse the sense of Tables 15a and
1Sb to build up and “element profile® for each arts medium.
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The above tables suggest that the following arts elements are applied
equally across all arts media:

Celebration
Communication
Connection
Emotion
Engagement
Entertainment
Escape
Identification
Information

Inquiry

New Ideas

Transgression
Again referring to the Tables 15a and 15b, the arts elements with
statistically significant differences in their application across arts
media are listed with the arts medium with which they have higher
than expected application:

Dance: Creativity, experience, expression, transcendence

Drama: Creativity, critical thinking, empathy, experience,
humor, imagination, parody, perception

Music: None

Visual arts: Beauty, imagination, narrative, representation

The arts elements that have a lower than expected application

frequency are:
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Dance: Beauty, Critical thinking, imagination, parody

Drama: Beauty, expression, transcendence

Music: Beauty, Creativity, critical thinking, empathy,
experience, expression, humor, imagination,
narrative, parody, perception, representation,
transcendence

Visual arts: Creativity, empathy, experience, humor, parody,
transcendence

From the data presented above, a fascinating result comes forward: It
seems that some of the arts elements are considered to be single-
medium specific in their application. These are:

Beauty - visual arts

Critical thinking ~ drama

Empathy - drama

Experience - dance

Humor - drama

Parody - drama

Transcendence - dance

Exploring Tables 15a and 15b from the coverage matrix standpoint

shows that 88% of the cells are filled, suggesting that most of the arts
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elements are used with éach of the arts media. There are several gaps,
however:

Beauty was not used with dance or music,

Celebration was not used with visual art,

Critical thinking was not used with dance,

Empathy was not used with music or visual art,

Escape was not used with visual art,

Humor was not used with music or visual art,

Identification was not used with dance, and

Imagination was not used with music.

Each of these combinations seem like they could be productive in the

realm of difference-making and should be pursued.

RQ3.7. Does the use of the arts elements “cluster” (i.e., are certain
elements commonly used in conjunction with other elements)?

To determine if the arts elements are applied in conjunction with each
other, a factor analysis was performed. SPSS 7.5 factor analysis was

used, which defaults to using the Phi coefficient (a non-parametric
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correlation) for dichotomous data. The loadings are shown in Table

16.

Table 16. Arts Elements Factor Loadings
ITEMS FACTOR: 1 2 3 4 5 6

Factor 1l: Laugh at this
Humor .812
Parody .839

Factor 2: Think about this

Critical thinking .598
Imagination .627
Inquiry .716

Factor 3: Notice this
Narrative .748
Representation .646

Factor 4: Expression through

creativity
Creativity .781
Expression .712

Factor 5:Education-entertainment
& celebration

Celebration .543
Entertainment .557
Information .671

Factor 6: Communication of emotion

Communication .683
Emotion .709
Eigenvalues* 1.75 1.63 1.44 1.38 1.34 1.20
% variance* 10.9 10.2 9.03 8.64 8.40 7.49

* Eigenvalue and variance is for all loadings for each factor: only those loadings
which are >= .4 are included in this table

* Principle Component extraction with Varimax rotation with Kaiser normalization.
* KMO = 0.532

The clusters, after culling the single-loading factors (beauty,

connection, empathy, engagement, escape, experience, identification,
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new idea, other, transcendence, and transgression), load heavily onto
six factors. Three of the factors are made up of dimensions that relate
conceptually: “Laugh at this” (humor and parody), “Think about this”
(critical thinking, imagination, and inquiry) and “Notice this” (narrative
and representation). The other three factors relate practically—a
review of the cases show that the elements are not conceptually
related, but they are commonly are used together. These factors are:
“Expression through creativity,” “Education-entertainment &

celebration,” and “Communication of emotion.”

RESEARCH METHODS (What is the state of research around
difference-making arts cases?)

RQ4.1. Which research methods have been used most frequently?

The frequencies of the research methods used in the cases are shown

in Table 17. The most common method is the experiment.
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Table 17. Research Methods Employed in Difference-making Arts
Projects

RESEARCH METHOD % n
Experiment 28.6 | 66
Descriptive (informal) 21.2 | 49
Ethnography / fieldwork 12.1 | 28
Historical 7.4 17
Observation 6.5 15
Survey 6.5 15
Evaluation research 5.6 13
Case study 3.9 9
Content analysis / framing analysis 3.0 7
Meta-analysis or review of research 1.7 4
Interview (in-depth) 1.3 3
Focus group 0.4 1
Comparative 0.0 0
Secondary analysis 0.0 0
Simulation and gaming 0.0 0
Social impact assessment 0.0 0
Other 0.4 1
None reported 1.3 3
TOTAL: | 100 | 231

As mentioned, a special category of method was created for this study
called “Descriptive.” Some of the cases included in the sample did not
have a rigorous enough method to classify them as having any

common research method, but since research method was a
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dimension of analysis of the cases instead of an inclusion criterion,53
these cases (quite a few, 21.2%, n=49) were not excluded. This form of
evaluation might also be described as subjective instead of objective.
Also placed in this category were critical theory -style descriptions,
which do have theoretical underpinnings but are of limited value in
explaining differences made. William Lucas (1974), credited with
developing the case survey method used in the present study,
recommended against excluding cases based on methodological
grounds. He asserts that if such cases are disallowed, the danger of
excluding valid cases due to a methodological bias is high and to do so
could compromise the validity and acceptance of the conclusions of

the study.

RQ4.2. For a given research method, was it used more often with

some arts media than with others?

To determine if some methods were used more frequently with some

arts media than others, a crosstab was run and the Chi-square was

53 Quality of research was actually the original inclusion criterion (i.e., articles for
consideration had to be published in refereed academic journals), but the inclusion
criteria for some journals was apparently not rigor of method. Once an article
passed that original criterion, it was thereafter not rejected on methodological
grounds.
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calculated. The results are shown in Table 18. Statistically significant

differences were found among the methods for the different arts media

(X2=114.6, p>.001, df=39, Cramer’s V = 0.704).
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The most frequent methods for each of the media are:
Dance: Ethnography, observation

Drama: Descriptive, evaluation research, focus groups,
historical, in-depth interviews

Music: Content analysis, experiment, survey

arts: Case study

Given that the research method is primarily driven by the difference to
be measured, the differences found above may also have interactions

with either social need or beneficiary level.5¢

RQ4.3. What proportion of cases used empirical methods, and of
those, what was their level of statistics?

41.6% (n=59.7) of the cases used empirical methods. Of the empirical
studies, 84% (n=81) used statistical methods more advanced than
descriptives, 13% (n=12) used descriptives only, and 3% (n=3) used no

statistics.

$4 An initial look shows that there is also a statistically significant relationship

between research method and beneficiary level (X2 = 123.0, p>.001, df=39, Cramer’s

V =0.517). For example, 98.5% (n=67) of the experiments in this sample were done
on difference-making arts applied at the individual level of beneficiary.
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OUTCOME (Was a difference made?)

ROS. Did the projects achieve their intended outcomes?

An entirely reasonable question to ask of the current study is:
“According to the authors, did these cases make a difference?” or more

generally “Does art really work—is it as powerful as some authors (in

Chapter 4) claim it is?”

Any attempt to answer this question needs quite a bit of qualification

before beginning:

First, a large percentage of the cases (21%) did not employ rigorous
social science research methods. The lack of proper social science
showed up in two ways: 1) Many of the projects were not set up at the
outset (conceptualized and operationalized) in a way that would give
them a chance of being win-able, and 2) The lack of proper
measurement meant that any reported results appeared to be
conjectures (although only rarely was this acknowledged). This charge

may seem unfair in that many of those who did the projects were not
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trained social scientists and they were not claiming to be doing social
science. However, as mentioned earlier in this study, if someone says
that s/he has come to make a difference, s/he can and should be held

accountable for that difference.

A further difficulty lies in the question of contingencies. Even if a
study reported a difference made, it is possible that factors other than
art or the arts element(s) were responsible for the result. The decision
to select only articles appearing in peer reviewed academic journals
was an attempt - however imperfect - to minimize this concern. The
breadth of the article search forced me to rely upon the judgments of

the reviewers in each specific field from which the articles came.

Another concern about answering the question “Does art make a
difference?” is that even if research methods were used, current social
science tools may not be up to the task. Carter (2002) asserts that
physical science tools have been imported wholesale into social
science, including the idea of simple causality. While simple causality

might work in the physical world, rarely if ever does it work in the



132

social realm.55 Carter’s “All That It Takes® (ATIT, the notion of multiple
contributions to a difference being made instead of a single cause) is
one step in the right direction. Often art will be just one of many

contributions to a successful outcome (necessary but not sufficient).

A final point is that several of the authors of the cases in this study
seemed to have an anti-science stance. While the differences to make
are indeed complex and often “cannot be reduced to a number,” this is
no excuse for less than careful and rigorous work. This anti-number
bias is saddeningly common in the world of the arts, which results in a
culture of the arts that resists accountability (and therefore
effectiveness). Returning to ATIT, however, many of the “numbers”
that are called for in a willy-nilly quest for accountability (i.e., simple

causality) are indeed meaningless and should be resisted.

With these (numerous) points made, the cases’ outcomes can be

addressed. Since the cases concern difference-making in specific

551 can reliably make a difference in the location of the coffee cup on my desk by
moving it with my hand. This difference-making is easy and reliable since I don
have to worry about what the cup had for breakfast (or if it went hungry) or if it had
a fight with its parents the night before.
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areas of concern, they will be grouped by social need.

ROS. Did the projects achieve their intended outcomes?

Of the 231 articles analyzed for this study, approximately 85% of them
reported some sort of results. Of those, 91% (n=179) reported a
positive result (i.e., that art made a difference), 7% (n=14) reported
that the outcome was not achieved, and 2% (n=4) reported that the art

had a negative impact.56

From my qualitative analysis of the research, the studies that had
“experiment” as their research method seemed to be more objective.
For these studies, 74.2% (n=62)57 reported significant positive results,
19.4% (n=12) found no significant impact, and 6.2% (n=4) reported a
negative impact. It is not surprising that the studies that were more

rigorous reported less positive results — 10 out of the 12 studies that

% For example, Ransdell and Gilroy (2001) found that background music
significantly slowed word processed writing. Becker, et al. (1995), in their study on
physical exercise and elders, found that mellow music significantly reduced the
walking distance (frenetic music produced no change).

57 Four experimental studies were not included in this count since they were about
contingencies instead of art’s impact (e.g., Brentar (1994) who looked at the
relationship between amount of exposure to a song and affect).
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found no significant impact from the art were experimental (one was a
survey) and 4 out of the 4 the studies that found a negative impact

were experimental.

Overall, however, art was reported to make a difference in the vast
majority of cases. To give a better sense of the differences made, a

number of cases are mentioned below (organized by social need).

BUSINESS

In the area of business, several of the studies found that music has an
ability to alter mood for marketing purposes (Bruner, 1990) (North &
Hargreaves, 1998). Others found that music did influence people’s
sense of time while shopping or waiting on hold (Yalch & Spangenberg,
2000) (Hui, et al., 1997). Two studies found that drawing smiley faces
(Rind & Bordia, 1996) or suns (Kimle & Fiore, 1992) on checks in a

restaurant and bar increased customers’ tips for the wait-staff.

HUMAN RIGHTS
Drama was used frequently in the area of human rights. Most of the

cases reported only that the theater productions were popular with the
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public (for example, Greenwald, 1995), as opposed to other possible
indicators of a difference being made. One study (Nellis, 1996) on the
playwright John Galsworthy reported that a play by Galsworthy on
solitary confinement conditions in English prisons was seen by
Winston Churchill. Churchill later attributed the play in his decision
to reduce the standard time for solitary confinement.58 Another
example (Warwick, 1997) regarding the Eritrean independence struggle
rated success by the claim that “after most shows, at least some

audience members volunteered to join up [and fight]” (p.226).

CULTURE

Melvin Delgado and Keva Barton (1998) described a mural project that
was claimed to make a difference at the community level. In “Murals
in Latino Communities: Social Indicators of Community Strengths,”
they present a case study of a mural effort in Holyoke, Massachusetts.
Twenty Puerto Rican youths (9-17 years old) got together and painted
a mural of a nature scene on an abandoned building (with the

permission of the owner). The original mural included the paintings of

38 This example introduces the contingency variable of “audience” for difference-
making artworks. Is the audience seeing a given work the most able to make the
needed difference? If not, who might be?
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two flags (the Puerto Rican flag and the US flag). The US flag was
drawn under the Puerto Rican flag, upside-down. According to the
authors, the flags were intended to show unity between the Puerto
Rico and the US, but some veterans in the community protested the
placement of the US flag. Ultimately, the Puerto Rican flag was
enlarged to cover the US flag. Delgado and Barton claim that a
positive experience came from this incident and that it “galvanized the
Puerto Rican community” (p.354). They assert that the community
“...came together as adults and youths to fight for their beliefs and to

strengthen their voice within the community” (p.354).

EDUCATION

In one of the best-designed studies in the sample, Rose, et al. (2000)
used drama to impact reading comprehension (*Imagery-Based
Learning: Improving Elementary Students’ Reading Comprehension
with Drama Techniques®). They chose the arts elements of imagery
(coded as representation), memory, and elaboration (coded as inquiry).
With a reasonably large sample (95 experimental, 85 control), the
researchers implemented an experiment in four schools whereby the

experimental groups received 20 hours (1 hour twice per week over ten
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weeks) of drama-enhanced reading instruction and the control groups
received traditional reading instruction. The students in the
experimental groups showed a statistically significant pre-test/post-
test increase in their reading comprehension scores over the control

group.

HEALTH - Physical Health

Caf, et al. (1997), in their article “Activation of Hypoactive Children
With Creative Movement and Dance in Primary School,” describe the
use of creative movement in an experimental design. Through 1-hour
creative movement sessions over four months, the researchers
obtained statistically significant positive results in the children’s
creative thinking scores and two dimensions of body image, and a
decrease in hypoactive behavior. The sample size was small, however
(n=16: eight in the experimental group, eight in the control group).
The arts elements they chose were physiologic / kinesthetic, creativity
and expression. The study, however, did not distinguish artistic (i.e.,
creative and expressive) movement from non-artistic movement (the

control group did nothing outside of normal classroom work during
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the treatment time each week). Thus, movement itself could be the

difference-maker, not the art.

Hayakawa, et al. (2000) explored the emotional impact of music in
their article “Effects of Music on Mood During Bench Stepping
Exercise.” In their experimental design, the researchers provided three
conditions for 16 middle-aged women who were performing sixty-
minute bench-stepping exercise. The conditions were a Japanese
traditional folk song, aerobic dance music, or no music. Hayakawa, et
al. reported significantly higher scores for Vigor for the experimental
condition of aerobic music, and significantly higher scores of Fatigue
for the condition of no music. The researchers explained the findings

using the escape (distract) arts element.

POPULATION

In one of the two cases in the sample of difference-making art applied
to the population issue, Kane, et al. (1998) report that the stated
intention to use contraceptives in a population in Bamako, Mali
increased as a result of the use of traditional theater in a family

planning campaign. Additionally, Kane, et al. report that the
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proportion of men and women who believe that Islam opposes family

planning went down as a result of the intervention.

WOMEN

In her article “Identity, Difference, and Dance: Female Initiation in
Zanzibar, 1890 to 1930,” Laura Fair (1996) describe the vital role that
traditional dance plays in the education of young. She states “Older
women provided young girls with information regarding female
sexuality and morality through the performance of unyago ritual and
dances” (p.146). Dance can function as a sanctioned space for the

discussion of otherwise taboo topics.

Through the examples above it can be seen that the arts have the
ability to make a difference when applied to social issues. While a
number of studies in the sample did not report results or the reporting
was merely speculative, there were many that did measure and report
results, and from those it is clear that art can make a difference across

a wide variety of social need areas.
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CHAPTER 6: CONCLUSION

This study was implemented to begin a broad-scope consideration of
the power of the arts in addressing social needs. The intention was to
bring together a coherent body of knowledge, made up of studies
addressing difference-making arts, in a way that might be helpful to
art-makers and researchers. This work was designed as a first step in
articulating what we know (but don’t know that we know) about the
effectiveness of art in addressing social needs and about the breadth of

its application.

The first part of this research entailed the gathering together of “arts
elements,” which are those aspects of art that authors writing on the
theory of art have claimed lie at the source of art’s power. Twenty-six

such elements were found.

The primary questions asked in this study were:

What have the arts been used for?

Are there any differences in the application of different arts
media?

Are there any differences in the application of different arts
elements?
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What is the state of research around difference-making arts
projects?

What differences have been made (i.e., outcomes achieved) with
socially-applied art?
To answer these questions, 231 “difference-making arts® research
articles published in peer-reviewed academic journals were collected
and categorized along the dimensions of: social need addressed,
beneficiary level, arts medium, arts element, and research method.

The outcome of each case was also recorded.

This chapter presents some conclusions based on the findings of this
study, suggests a future research agenda, and presents an initial

framework for the establishment of the field of Social Application of the

Arts.

The findings of this study showed that:

1. The arts were used to address a range of social needs. This shows

a wide applicability of the arts for difference-making. The most
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common social need areas addressed were health, education, culture,

and human rights.

At the same time, however, there were significant gaps in the use of art
to address areas of social needs (see Figure 4, page 98). These

include: refugees, narcotic drugs, human settlements, labor,
agriculture and economics. The existence of these gaps suggests

questions such as:
Why has dance not been used to make a difference in
agriculture?

Why has the social need labor not been addressed by difference
making art at all?

Could art make a difference in these areas?

These questions, and others like them, may help us understand some
of the barriers to art’s usage. It may be that the social needs to which
art has already been applied were easily accessible -- lack of coverage
may therefore point to accessibility issues. Another factor is that
projects require funding, and arts projects may not be of sufficiently
high standing with funding agencies in some social need areas to

receive financial support.
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As Figure 1, “Universe of Social Needs and Difference-making Art,”
suggests, since the sample was taken from the very small area of
scholarly articles documenting difference-making art, it is possible
that art is already being applied in some fashion to the gaps in
coverage of social needs. It is also possible that high quality research
is being done by project field staff, but there is insufficient incentive
for them to publish their work in academic journals. Unpublished

projects should therefore be sought out and added to this new body of

literature.

If no high quality research exists on these projects, it should be
undertaken. Finally, given the scale of social need in these areas, if

difference-making art has not been applied at all, we should get busy.

2. The arts were used at all beneficiary levels. This demonstrates art’s
potential applicability across all levels of social organization from the
individual level to the socictal level. The most frequently addressed
beneficiary was the individual. I would suggest that the
preponderance of cases at the individual level reflects our fasg:ination

with the individual as well as our relative inability to think, compose
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and work at a collective level (as well our lack of tools to measure

collective phenomena).

3. All four arts media under consideration (dance, drama, music and
visual arts) were used for intentional difference-making. Cases were

found of each arts medium’s application to social needs. However, it
was also found that each medium was applied differently across social
needs and beneficiary levels. For instance, drama was applied
frequently to human rights but infrequently to health, and not at all to
the areas of business, food and science. All four media were applied
frequently at the individual level of beneficiary, and all four were
applied less frequently at the community level. Drama alone was
frequently used at the societal level. Further study is required to
determine what factors might be involved in these differences. Are
some arts media really better than others for some social needs and at

some beneficiary levels or are they just more convenient, more

familiar, or closer to hand?

4. The arts elements found in the literature review were used in the
difference-making arts projects. These elements were proposed by art-
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theory authors as the being essential elements of art. In this study
they all were found to be listed in the conceptualization section of the
cases as the “active ingredients” of art used to produce the desired
outcome of the project. The most commonly used arts elements were

emotion, perception, representation, and expression.

It was also found that the some of the arts elements were applied more
frequently to certain social needs than others. For example, the arts
element expression was used much more frequently for the social need
“culture® than any other need, while the arts element perception was
used much more frequently in the social need area of human rights
than in any other area. This may imply that difference-making art-
makers think that some elements are more useful in some situations
than others. However, given that this current study’s palette of arts
elements have not been readily available until now, the art-makers
may have only chosen arts elements with which they were already

familiar.

Some of the arts elements were applied to a greater variety of social

needs than other elements, possibly implying a more general nature of
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some of the arts elements. These elements were: emotion (applied to
10 of the 12 social needs), representation (9 of the 12), perception (9 of

the 12), and information (7 of the 12).

Some of the arts elements were applied differently across beneficiary
levels. Several of the elements were applied more frequently to
beneficiary levels greater than the individual (i.e., community and
society), such as expression, humor, narrative, representation, new
ideas, transgression, parody and perception. The arts element
transgression was not used at all at the individual level, identification
was not used at the community level, and beauty and escape were not

used at the societal level.

One half of the elements, including creativity and empathy, were
applied differently across the four arts media. Other elements seemed
to be considered as single-medium elements (at least in the eyes of the
authors). These include: beauty - visual arts, critical thinking -
drama, empathy - drama, experience — dance, humor - drama, parody
- drama, transcendence - dance. While it is clear that each of the

elements have the potential to be used with other arts media, the pairs
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listed here make sense with respect to the cases in this study and in

common experience.

A number of the arts elements were found to “cluster” in their usage.
They clustered both on conceptual grounds (such as parody and
humor) and practical grounds (such as creativity and expression,
which were often linked in the cases in this study as “creative
expression”). The arts element clusters found were termed: “laugh at
this” (humor and parody), “think about this” (critical thinking,
imagination and inquiry), “notice this” (narrative and representation),
“expression through creativity” (expression and creativity), “education-
entertainment” (celebration, entertainment and information) and

‘communication of emotion” (communication and emotion).

S. The difference-making arts projects used a wide variety of research

methods. The most common method was the experiment. The level of
formality of the research methods in the cases under study varied a

great deal.
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The research method was found to vary across the arts medium used.
The natures of the art media themselves may account for the use of
different research methods. For instance, observation is more
appropriate for a performance than a static artwork (unless the static

artwork is being made or viewed by the person(s) under study).

Over forty percent of the research projects were empirical. Of those, a
vast majority used statistical analysis more advanced than

descriptives.

6. Many of the arts projects were found to have achieved their desired

outcome. In many cases, it was difficult to determine whether a
project really made the intended difference due to the lack of rigor in
the research methods used. However, the vast majority of the authors
clearly considered that art had made some sort of difference in their
study. Effectiveness claims were made in every social need area
addressed in the sample. For example, music was found to alter
mood, drama proved to be useful in the area of human rights, and

visual art (murals) were used to strengthen community.
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GAP PROFILES
Another way to look at the results of this study is through building
“profiles” of the gaps in the use of arts media and arts elements. Table

19 shows a gap profile of the arts media considered in this §tudy.

Table 19. Arts Media Gap Profile

Beneficiary
% of social Level Arts
needs not | Social needs | infrequently | elements not
EDIUM | covered not covered | covered used

Dance 42% Business, Community Beauty,
children, critical
environment, thinking,
food, identification
population,
science

Drama 33% Business, Community Transgression
food,
population,
science

Music 25% Development, | Community, | Beauty,
environment, | society empathy,
science humor,

imagination

Vis-art 33% Development, | Community, | Celebration,
food, society empathy,
science escape,

humor

This gap profile gives us a “missed opportunity quotient” for the arts
media, and points to where work might be done. For example, the high
percentage of social needs not covered by dance suggests that a wider

applicability of dance could be pursued.
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Table 20 shows the gap profile or the “missed opportunity quotient” for
the top four most frequently used arts elements. Expression is used
with the least number of social need areas, and has room for
diversification of its application. None of these top four arts elements
were applied at the community level of beneficiary. This suggests
questions such as: How might emotion be used to make a difference at

the community level? How about perception?

Table 20. Arts Elements Gap Profile

Beneficiary Arts
% of social Level medium
needs not | Social needs | infrequently | mot
MEDIUM covered not covered | covered associated
Emotion 17% Population, Community none
science
Perception 25% Development, | Community none
food,
population
Rspresen- 25% Environment, | Community none
tation population,
science
Expression 50% Business, Community none
development,
environment,
food,
population,
science
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FUTURE RESEARCH AGENDA

This study has contributed a small step toward art’s effective
application to social needs by providing a descriptive account of the
current state of art’s use and its research. It was limited to describing
a very small portion of “what is” (i.e., only the projects with research
published in academic journals) as a stepping stone to “what might
be.” There is very much good work needed to get us to the level of
capability that is needed. A possible path is set out in the following

research agenda:

1. Explore the difference-making abilities of the arts elements

Very little is actually known about the arts elements. Emotion was the
only arts element in the current sample that was directly researched
(i.e., art’s relationship with emotion itself was explored). Each element
should be isolated and investigated. Synergistic interactions among
arts elements should also be determined. New elements should be
added to the list - both those already listed in additional art theory
literature and new ones - such as composition. Hierarchies should be
explored (i.e., are there some elements more fundamental/

foundational than others?).
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This exploration of arts elements will help further difference-making
art’s effectiveness, since the arts elements are involved with the

process aspect of art.

2. Explore the difference-making abilities of the arts media
Little is know about the difference-making potential of each arts

medium as well. How do the media differ? Are some media more
effectively related to some arts elements in their difference-making
potential? How are each of the arts media used at different beneficiary

levels? How could they be used?

3. Address the social need areas that this study has shown are not
currently being addressed. In this world of great social need, all gaps
in the coverage matrix speak of work to be done. The gaps can be
filled by expanding the search for existing difference-making arts
projects using a similar scheme as employed here. In addition, we can
encourage the creation of projects that offer scholars and art-makers

measurable and helpful resuits.
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4. Explore additional dimensions of arts media that may be useful.
Several new distinctions are proposed that may also have a bearing on

an art medium'’s application:

a. Mediation: Is the artwork observed live or filtered through a
mass communications channel such as TV? How might a mediating
channel affect the art? Is mass communications mediation required

as the beneficiary level increases?

b. Participation: In its simplest form, participation could be
classified as art-making vs. art-viewing. Are all arts media equally
participatory? What does art-making look like at beneficiary levels
greater than the individual? What are barriers to participation / art-
making?

c. Each art medium’s own features such as verbal / non-verbal,59

performance vs. static, etc.

% Each of the non-verbal media can employ words as well. One study in the current
sample explored the influence of sexually violent rap music on attitudes of men with
little prior exposure (Wester, et al., 1997). In this experimental study the authors
isolated the music from the lyrics and treated them as separate contributors.



154

S. New Measurement Instruments
The arts provide unique and oft-times subtle processes of change.
New instruments need to be invented to measure arts’ effectiveness

and effects in addressing social needs.

ESTABLISHMENT OF THE FIELD
This current study produced a cross-discipline view of difference-
making arts research. The intent was to classify this research in such
a way that it could support future efforts of applying art to areas of
social need. As such, the current study serves as one support for
difference-making art’s classification as a field—a field being a line
drawn around the already existing difference-making art research to
give it cohesion. William Cleveland (1992), in Art in Other Places:
Artists at Work in America’s Community and Social Institutions, outlines
the work of a number of artists who are working in “other places® such
as with the elderly, people in prisons, those with disabilities or mental
illnesses, people in hospitals, youth at risk, and in communities. In
the book section titled “In Search of the Field,” he states,

It is important for the reader to recognize that prior to the

Art in Other Places conference [held in 1986], artists
working in social institutions and communities did not
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necessarily see themselves as part of an identifiable group
of arts professionals. They simply did not know and in
many cases are still unaware of the scope of the work
being done.

(Cleveland, 1992, p.4)
The delineation of a field provides for cohesion and allows difference-
making-art makers and researchers to benefit from each other’s work.
According to Carter (1990), research should “add up, not pile up”
(p.-284), and the creation of a field is one step in that direction. This
field was recently given the name “Social Application of the Arts”
(Boggs, 1999), and is the wedding of the arts and social science
methodologies. Carter (2002), in his article “Social Application of the
Arts as an Academic Field,” begins to lay out the path for the
development of the academic components of the field, and Cleveland
(2002) suggests infrastructure that will be needed in the area of

community-based difference-making art.

Components that would further the formation of the field include:
ongoing research, an ever-growing body of knowledge, research
journals, and graduate-level academic programs. As called for above,

high quality, rigorous research is vital. Incentives for research will be
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needed to ensure that it happens. Once research is produced, having
a body of knowledge - an easily accessible repository — will allow
others to use the results. This study’s classification of difference-
making arts research provides the skeleton of the body, and its
gathering of research articles begins to provide the flesh. Even in its
obvious infancy and incomplete state, this study’s sample should be
made widely available. Other research works should be found and

added. Other dimensions for classification should be explored.

Another useful component of a field is its journals. Journals act as a
medium for sharing research. Journals also act to encourage more
thinking on difference-making art as well as “raising the bar” on the

acceptable level of quality of research.

Finally, we need formalized study of difference-making art at the
graduate level to begin to provide research that will constitute the
foundations of the field of Social Application of the Arts. Academic

programs will also provide trained researchers to carry out the much

needed work. Carter (2002) writes:



157

Social needs, formulated as problems, invite
solutions. Solutions found useful are repeated and
become practices. Practices become copied and
breed a community of acceptance. They also invite
institutionalization: formal training in what has
become normative practice; centers and procedures
for marketing and distribution of services and
products; and, formal study... We look to the
educational institution as the appropriate structure
for productive formality in training and study.
Higher education suggests a training more
professional, and a study more sophisticated in
scholarly method, more searching in its examination
of applicability.

(Carter, 2002, p.1)

Finally, one additional suggestion is offered, in the form of a question:

How can difference-making art be used to

make a difference in difference-making art?

In other words, since art is a difference-maker, how can it be applied
to itself to increase its own effectiveness and further its own socially

relevant application?

It is clear that the world needs what art has to offer. It is our job to

get that power to where it’s most needed.
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APPENDIX B. KEYWORD “CLUSTER” FOR LIBRARY
COMPUTER DATABASE SEARCH

ARTS MEDIA TERMS
dance

drama / theater / theatre
music

visual art / painting / drawing / sculpture / mural

RESEARCH METHOD TERMS
Action research

Case study

Comparative

Content analysis

Ethnography

Evaluation research
Experiment

Fieldwork OR Field work
Focus group

Gaming

Historical

Intensive interview OR indepth interview OR in-depth interview
Longitudinal

Metaanalysis or meta-analysis
Observation

Participant observer OR participant observation
Secondary analysis
Simulation

Social impact assessment
Survey, Poll



172

APPENDIX B. KEYWORDS FOR LIBRARY
COMPUTER DATABASE SEARCH (cont.)

RESEARCH-RELATED TERMS

analyze, analyzed, analyse, analysed, analysis
(control group) OR (treatment group) OR (experimental group)
data

empirical

evaluation

indicator, indicators

measurement or measurements

phenomenon

pre-test OR pretest OR post-test OR posttest
qualitative

quantitative

significant, significantly

statistics, statistical, statistically, variable, variables

‘DIFFERENCE-MAKING” TERMS

effectiveness OR efficacy OR effects OR effectively OR effect
contribution, contribute, influence, influences

change, difference, impact, outcome, result

increase, decrease, build, building, reduce, reduction, development
political

protest

shift

transformation

therapy, therapies, therapeutic
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APPENDIX C. CODER INSTRUCTIONS FOR ARTICLES
(“CODEBOOK?)

A. MEDIUM

(Code based on the keyword through which the article was selected if
multiple media were used.)

1 - Dance

2 - Drama (drama, theater)

3 - Music .

4 - Visual arts (visual art, painting, drawing, sculpture, murals)

B. SOCIAL NEEDS
Social Need 1 (UN-Ox)

Social Need 2 (UN-1x)
1 ITC (International Trade Centre)

2 OHCHR (Office of the High Commissioner for Human Rights)
1 Human Rights

3 UNDP (United Nations Development Programme)
2 Poverty Reduction

4 UNEP (United Nations Environment Programme)
3 Communication and Public Information

S UNESCO (United Nations Educational, Scientific and Cultural
Organization) - Culture

6 UNESCO - Education

7 UNESCO - Natural Science

8 UNFPA (United Nations Population Fund)

9 UNICEF (United Nations Children’s Fund)
10 Navigate adolescence

11 Nutrition
12 Women's and children’s rights
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APPENDIX C. CODER INSTRUCTIONS FOR ARTICLES
(cont.)

10 UNIFEM (United Nations Development Fund for Women)
13 Empowerment
14 Gender Equality
15 Violence Against Women
16 Women’s Human Rights
11 WFP (World Food Programme)
12 WHO (World Health Organization)
17 Ageing
18 AIDS
19 Mental Health
20 Oral Health
21 Physical Health
22 Substance Dependence
13 UNHCR (United Nations High Commissioner for Refugees)
14 UNDCP (United Nations Drug Control Programme)
15 UNHCS (United Nations Centre for Human Settlements (Habitat))
16 ILO (International Labour Organization)
17 FAO (Food and Agriculture Organization)
18 World Bank / IMF (International Monetary Fund)
19 IFAD (International Fund for Agricultural Development)
20 Other

BENEFICIARY LEVEL

1 Individual

2 Community
3 Society

4 International
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APPENDIX C. CODER INSTRUCTIONS FOR ARTICLES
(cont.)

METHODS (in the case of multiple methods listed, check
the first method mentioned or the senior-most
hierarchically)

Case study

Comparative

Content analysis / framing analysis
Descriptive (informal)

Ethnography / fieldwork
Evaluation research (evaluation of company or program)
Experiment

Focus group

Historical

10 Interview (in-depth or intensive)

11 Meta-analysis / review of research
12 Observation

13  Secondary analysis

14  Simulation and gaming

15  Social impact assessment

16 Survey

19 Other

20 None reported

OB W~

EMPIRICAL

1 Yes
2 No

STATS

1 No stats
2 Descriptive
3 > Descriptive
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APPENDIX C. CODER INSTRUCTIONS FOR ARTICLES

(cont.)
ARTS ELEMENTS (check all that apply)
1 |Beauty
2 iCelebration
3 |Communication
4 Connection with others / oneness / connection with self
S_[Creativity
6 (Critical examination of “reality” / critical thinking / conscientization /

consciousness raising
Emotion / affect / mood / catharsis

-~

0o

Empathy

9 Engagement / excitement / “wake up® / arousal / motivation

10 |Entertainment / pleasure / enjoyment / fun

11 [Escape / distraction / fantasy / attention diversion / disruption

12 lExperiential / sensory experience / practice / play the role of

13 lExpression [ _give voice / project identity

14 Humor

15 [Identification with / model / personal relevance

16 llmggination /_visualization / problem solving

17 nformation / learning / educate / instruct

18 nquiry / exploration / analyze

19 Narrative, passing down & remembering events / tradition / commemoration /

memorial / memory & recall

20 [New idea / promote an idea / normalize & validate / speak possibility” even while
resenting “miserable reality”

21 |Other (spatial reasoning, neural effects, physiological effects, exhibit competency,
eel accomplishment, provide space for public debate, appreciation)

22 Parody / satire / irony

23 Perception / awareness / make special or strange / bring to attention / bring to
{focus / illumination / articulation / social critique / keep on the agenda

24 epresentation / symbols / icons / metaphors / saying that which cannot be said

in words / allegory / “hidden transcript”

25 ITranscendent experience

26 Transgressing / controversy
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