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1 OVERVIEW 
This report sets out the findings of an 18-month ArtWorks Cymru Research and Evaluation Project 
that aimed to investigate why participants engage in participatory arts projects, and to use the 
findings to propose new ways of working between communities and arts organisations. To ensure the 
longer-term impact of such research and to strengthen the community arts sector as a discipline in 
it’s own right, it has been necessary to identify feasible routes for ensuring that evaluation directly 
informs the sustainability of existing projects as well as stimulating and supporting new collaborative 
ones. The research, therefore, needed to strike a natural balance between the more traditional, 
academic desire for contributions to new knowledge and the practical demands of conducting 
meaningful evaluation alongside the delivery of an arts program or service.  Given the diversity of 
arts practices, we chose to adopt a practice-led approach, meaning that we could combine action 
research as a method of inquiry into participatory arts practice, whilst also considering the novel 
ways in which the arts could inform new research.  
 
In the early stages of the project we conducted a ‘charette’1 style workshop with stakeholders that 
revealed different perceptions of research, and indicated potential problems in implementing a 
traditional evaluation strategy. In analysing the data from the workshop, we came to the conclusion 
that reliance on conventional, academic methods for conducting research would not be sustainable 
within the arts community in the longer-term. For this reason, we invited artists to contribute to 
designing an innovative model for research and evaluation that could reflect the diversity of their 
practice, skills and experience, and the changing nature of participation.  
 
The findings from the workshop were cross-referenced with Artworks Cymru reports and related 
literature, suggesting that evaluation had the potential to support the arts throughout a participatory 
project - from recruitment through to design and implementation - however a holistic approach was 
needed to avoid over reliance on performance related targets, such as completion of task.  

                                                                    
1 https://www.mindtools.com/pages/article/newCT_90.htm 
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The decision to directly reflect the artist’s creative practice as a valid tool for research inquiry, 
afforded a deeper level of interest in contributing to the studies. The artists who collaborated with us 
reported unforeseen gains for themselves as well as the participants, and welcomed the opportunity 
to celebrate the excellent work for the sector.  
 

1.2 Structure of Report 
The following sections of the paper will provide an introduction to ArtWorks Cymru and a summary 
of the of priority areas for the arts in Wales. We then state the aims of the research and evaluation 
project commissioned by ArtWorks Cymru, and explain our methodology in closer detail, including: 
 
• Gathering and analysing data from a variety of literature sources. 
• Participation in two charette workshops.   
• Concept iteration: evaluation card swatch.  
• Case study activities, including field observations, video analysis and interview with participatory 

arts projects (covering health, education, community and skills.) 
• Follow-up interviews with strategic partners from the ArtWorks Cymru community. 
 
This presentation of methods is then discussed in practice, with the aim of reviewing the data and 
assimilating the findings. To conclude we draw on key aspects related to the variety of motivational 
accounts that emerged and the importance of continuing practice-led evaluation in this field.  
 

 

2 INTRODUCTION 
The focus of the ArtWorks Cymru program is on developing arts practice in participatory settings, 
and to support the continuing professional development of artists at different stages of their careers. 
ArtWorks Cymru began as part of the three-year ArtWorks action research special initiative 
undertaken by the Paul Hamlyn Foundation from 2010 - 2014. A legacy program of follow-on 
activities emerged from this special initiative phase, and the research and evaluation project is one of 
these activities. The other projects include: Five Peer Learning Groups focusing on different contexts; 
a seed fund for new practice focusing on a range of issues that have been identified through 
ArtWorks research, such as placements and links with non-arts commissioners; a connected program 
of Continuous Professional Development, offered across Wales, building on existing events and 
working with the national companies and a national conference in 2016 led by the sector. 

 
The research described in this paper contributes to this legacy activity by aiming to increase 
knowledge and understanding of the impact of participation on the arts as a discipline, and the 
participants themselves, as an iterative process. By exploring this rich and relatively under-
researched area of social and cultural importance, the intention is enhance practice within the 
delivery of a participatory arts program or service.  
 
The participatory arts in Wales represent s wide and varied spectrum of activities, and the artists who 
work in this sector have diverse skill sets and artistic practices.  
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The participatory arts sector equally includes ‘non artists’ frequently coming from disciplines such as 
education, management, third-sector, marketing and communications. Key strengths attributed to the 
sector include transparency, quality, and range of practices. Such diversity, however, raises questions 
in relation to research, particularly, in how to understand the values that make participatory arts 
distinct from other forms of artistic practice.  
 
Interviews conducted with artists early in the research stressed the importance placed on 
participation as a personal journey or transformation that is not always manifested in the end 
product. They emphasised the importance of taking an open-ended approach to evaluation, which 
may be at odds with objectives set by funding bodies. This may mean finding new methods that 
acknowledge playfulness and relaxation, and that support people to develop at their own pace. 
 
Many artists reported that they wanted the autonomy to develop their craft on their own terms; 
standardised measures for evaluating the processes for both making and participating were often 
perceived as invasive and ineffective.  Artists also reported that predetermined targets could not 
encapsulate the experiential nature of participation, particularly when a community arts project may 
signify the first time some participants will have been able to truly express themselves, without fear 
of judgment or failure. These creative opportunities have been reported to be a release from the 
disenchantment of school, or diagnostic label that might exclude people from making a meaningful 
contribution to society, and these are the kind of distinctions that should be addressed, but may not 
be apparent at the start of a project.  
 

2.1 Aims of the Project 
The last decade has seen the new drivers for research and evaluation come to the forefront of public 
sector funding. The arts sector is increasingly required to provide evidence of impact and impactful 
activities2.  Evaluation is crucial in all arts practice, and within the participatory arts there is a 
particular focus on measuring legacy and sustainability. The recent government report ‘Tackling 
Poverty Through Culture, Harnessing The Power Of The Arts, Culture And Heritage To Promote 
Social Justice In Wales’ (Baroness Kay Andrews OBE) revealed a lack of sustainable and lasting 
legacy beyond the scope of the activities themselves. In response to this, the aims of the research 
project were: 
 

1. To establish and implement new ways of collecting and collating data across the portfolio of 
ArtWorks Cymru activities and partnerships.  

 
2. To design bespoke practice-led research techniques that evidence the myriad of ways in 

which the diverse nature of participation can be better understood and valued. 
 

3. To evaluate the outcomes within the wider field of policy and practices, and measure impact 
at a local and national level.  

 

                                                                    
2 

TSRC, informing civil society, Third Sector Research Centre Working Paper 68, The role of grassroots arts activities in communities: a scoping study, Dec 2011
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In addressing these aims our vision for the research was to identify ways in which evaluation could 
assist the ArtWorks community in maintaining their unique identity and autonomy, to demonstrate 
the rigour and robustness of the work across sectors, and to consider the agency that participation 
could afford beyond the activities themselves.  

2.2 Ethical Considerations 
From the outset of this project it was our vision to engage artists in undertaking evaluation that 
would feed into the research, which meant drawing attention to the responsibility that comes with 
the elicitation of knowledge from primary sources. Our proposed methodology comprised many 
different approaches and data. With artists’ own practice making a significant contribution, there was 
a strong likelihood of encountering visual imagery in which participants and artists could be 
identified. Prosser states that in visual research there are four likely types of data: ‘found data’; 
‘researcher created data’; ‘respondent created data’ and ‘representations’ (Prosser 2007; Prosser & 
Loxley, 2008, see also The National Centre for Research Methods, NCRM3). In the ArtWorks Cymru 
research project we were proposing to gather data using photography, video, drawing, sketches, 
graphical representations and models.   
 
There are research ethics frameworks, professional guidance, regulation and legal rights and duties 
which could inform the ethical decisions made by participatory artists undertaking applied research 
and evaluation. However, within the remit of this project we wanted to support artists in becoming 
familiar with ethical issues without overwhelming them with legislation that may appear to be in 
conflict with the openness and fluidity of participation.   
 
For this reason we introduced ethical guidelines at key stages of the research project, initially during 
the first charette workshop, then again within the case studies. We designed an information and 
consent form, which was piloted in each of the case studies. The form offered sample text about the 
project in non-technical terms, explaining to participants that their involvement should be voluntary, 
and that information they provide would be treated confidentially. The form explained to participants 
how and where their responses would be used and the extent to which anonymity and confidentiality 
could be assured in the presentation, dissemination and potential re-use of data. 
 

 

3  LITERATURE REVIEW  
In setting out the research scope for this project we consulted with a variety of published resources, 
including journals, the ArtWorks Cymru repository and policy reports. We concentrated our review 
on content that could provide theoretical positions on the role of the arts on education, health and 
well-being. A summary of these sources is provided below. 
 
 
 

                                                                    
3 https://www.ncrm.ac.uk/ 
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3.1 Summary of relevant literature 
The Arts Council of Wales and Welsh Government have been working collectively to address the 
importance of the arts in targeting priority areas in Wales. Areas such as wellbeing, health, 
education, poverty and community cohesion, were clearly outlined as priorities for 2016 – 2017 by 
Ken Skates AM Minister for Culture, Sport and Tourism.   
In a letter to Professor Dai Smith, Chair of the Arts Council of Wales, the Minister cited several 
priorities that position participation – or increased participation – in the arts as fundamental to 
meeting such targets4. For example, ‘Being Creatively Active’ targets more active participation of 
children and young people as well as tackling barriers to participation, such as lack of opportunity 
and financial constraints and has set up an ‘Arts and Creative Learning Plan’ to collectively address 
these issues. Similarly the ‘Tackling Poverty’ agenda will build upon collaborative work with a 
particular focus on Communities First areas, and the variety of new Arts and Health initiatives seek 
to increase participation in the arts to improve physical and mental health and well-being for every 
person in Wales. 
 
In relation to the objective of the Welsh Government, the Arts Council of Wales is undertaking 
initiatives such as, ‘Creative Learning Through the Arts – an action plan for Wales 2015-2020’5. This 
plan aims to increase learning, participation, and develop skills across the curriculum in arts and 
culture. The Welsh Government’s ‘Fusion: Tackling poverty through culture’, launched as part of the 
new ‘Wellbeing of Future Generations Act’6, places responsibility on all devolved public bodies to 
advance seven wellbeing goals in pursuit of improving future generations social, cultural, 
environmental and economic wellbeing. Initiatives such as these will be supported with policy events 
such as ‘The Arts and Education – Creative Learning and Cultural Education in Wales Forum7.’  
 
Collectively these initiatives aim to increase excellence in, and access to, the arts thereby tackling 
issues and divisions that impact on Welsh society. Nevertheless, tensions remain in terms of 
agreement on the most effective ways to achieve these aims. Last year the Welsh Government made a 
definite distinction between the ‘Creative Industries’ and ‘the Arts’, stating that the Arts Council of 
Wales should focus on the arts, as opposed to the commercial creative sector, which remains the 
direct responsibility of the Welsh Government8.  
 
This distinction has led to perceptions of the arts as being elitist and exclusive. In practice, however, 
many of Wales’s most prestigious organisations, for example the Welsh National Opera, have been 
making significant investments to ensure that their arts program is inclusive and accessible. Another 
criticism of the segregation of different practices is that it can close down opportunities for 
collaboration and shared learning9.  

                                                                    
4 www.arts.wales/3225.file.dld 
 
5 http://www.arts.wales/what-we-do/creative-learning 
 
6 http://gov.wales/topics/people-and-communities/people/future-generations-act/?lang=en 
 
7 http://www.policyforumforwales.co.uk/forums/event.php?eid=1317. 
 
8 http://gov.wales/docs/drah/publications/150421acwen.pdf 
 
9 http://www.bbc.co.uk/news/uk-wales-35927296 
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The participatory arts in Wales are well placed to address these distinctions, with many artists 
developing their practice as a discipline, aligning the operational side of the arts with the more 
strategic aims of Arts Council of Wales and Welsh Government.  
 
‘Debates around evaluation, kinds, modes and criteria for evaluation of benefits, disadvantages and 
impacts, remain charged. The potential dissonance between the needs of evidence-based [medicine] and 
user identification of benefits remains fraught.’   Participatory Arts and Well-being - Past and Present 
Practices10 
 
The Arts and Humanities Research Councils (AHRC) ‘Connected Communities program11, provided 
some useful insights that align to the Artworks research aims. Issues such as Health and Well Being, 
Disconnection, Division and Exclusion, Community Heritage are well served in contemporary arts 
projects. Other areas, such as Creative and Digital Communities, Sustainable Community 
Environments, Civic Engagement and Social Innovation, suggest that there are still gaps in current 
participatory arts delivery that could be addressed through new, more inclusive models of evaluation. 
The perceived lack of disciplinary models highlights concerns with the quality of facilitation and the 
role of the art in participatory arts projects. As participatory practice is arguably growing faster in 
health and wellbeing contexts, the research also asks for greater clarity in determining individual and 
community benefit of the participatory practice, and to investigate the factors threatening 
sustainability namely, socio and economic inequalities.   
 
‘Disciplinary distinctions determine differences between conceptions of communal wellbeing. 
Participatory arts practices and arts practitioners are diversely located within these different conceptual 
frameworks. In the context of health services, economics and policy, community well-being tends to be 
framed as a deficit-based model, focusing on providing remedial support to passively conceived 
communities of need, for example, ageing population groups.’ Participatory Arts and Well-being - Past 
and Present Practices 
 
A literature review undertaken by the University of Manchester for the Paul Hamlyn Foundation 
provided key texts and documents for examining participatory arts in practice. For example, ‘Context 
and Settings for Participatory Practice’ and ‘Valuing Community, Participatory and Socially Engaged 
Practices’ offer practical guides for artists working in the sector that specifically address policies in 
participatory arts and education12. Outcomes from this review suggest a resistance to developing a 
single typology or framework that would define participatory arts, and flexible methodologies for 
understanding the value of audience participation are critical for maintaining the role of community 
arts. The review also uncovered the need for methodologies that facilitate a cultural shift from 
spectatorship towards participatory practices. The review states that the arts need to be promoting 
long-term change, for example by addressing childhood participation in order to build audiences for 

                                                                                                                                                                                                                   
 
10 http://www.ahrc.ac.uk/documents/project-reports-and-reviews/connected-communities/participatory-arts-and-well-being/ 
 
11 http://www.ahrc.ac.uk/documents/publications/connected-communities-brochure/. 
 
12 http://artworksalliance.org.uk/wp-content/uploads/2015/05/ArtWorks-Literature-Review.pdf 
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the future. However, this legacy requires the creation and transfer of knowledge, skills training and 
pathways for professional development. 
 
The ‘Arts in Wales Survey’ (2015)13 conducted by the Arts Council of Wales, captured the views and 
perceptions of the arts in Wales from people living in Wales who are over 16.  
In relation to this research project we were interested in the data that informed the question of why 
people take part in participatory arts projects. Whilst the survey reported on more general arts 
projects, issues such as engagement by key social and demographic groups, attitudes to the arts over 
time, and regional differences provide a useful overview of the role of the arts in Wales. The survey 
revealed that almost all arts participation takes place within a person’s local community or local 
authority district (90%). Arts engagement is linked to social grade; 93% of those in the higher social 
groups attend at least once a year and 54% take part compared with 79% of lower social groups 
attending the arts and 33% taking part, once a year or more. The level of educational qualifications is 
related to arts attendance and participation. 95% of people with higher-level qualifications attend 
events and 59% take part in arts activities, at least once a year. In comparison, among those people 
with no qualifications, 68% attend arts events and 24% participate in arts activity at least once a year. 
Although the survey cited general enjoyment as the key reason for participation in the arts, other 
reasons included improving wellbeing and learning new skills.  
 
The findings from this brief review indicate the need for methodological frameworks that are attuned 
to the participatory arts sector as distinct from other areas of the arts, which means identifying areas 
of knowledge and transferring these between sectors. The research also revealed key opportunities of 
growth, such as Creative and Digital Communities, Sustainable Community Environments, Civic 
Engagement and Social Innovation.  
 
 

4  METHODS 
In ‘Appropriate Research Methodologies for Artists, Designers & Craftspersons: Research as a 
Learning Process’, Mullins and Gray stress the need for defining the critical context for research 
within the arts, and acknowledge the risk of formalising research processes, in such ways as would be 
carried out by non-craftspeople (1995). Our initial interviews with artists confirmed this view, and 
whilst there was general agreement that involving practitioners in action research, reflecting in and 
on action (Schon, 1983), was desirable, realistic techniques for achieving this within day-to-day 
activities were not readily available. Action research offers a broad methodological framework for 
research into practice undertaken by those involved in that practice. In action research there is a 
collective aim to change and improve this practice. Another paradigm of interest is practice-led 
research, whereby professional art practice plays as an instrumental part in an inquiry (Rust et al 
2007) 
 
A practice-led methodology does not encompass a strict set of principles for research. The general 
aim of practice-led research is to generate to new understandings about practice.  

                                                                    
13 http://www.arts.wales/what-we-do/research/latest-research/arts-in-wales-survey-2015.	  	   
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As a flexible approach it allows for variability with discipline, setting, participant, audience and the 
type of question to be investigated. Thus, “practice-led research is concerned with the nature of 
practice and leads to new knowledge that has operational significance for that practice”14.  
 
In positioning practice-led research within an action research framework, we aim to evaluate 
participatory arts practice in the context of broader societal improvements. Importantly, for this 
project, we suggest that practice-led research offers the scope for artists to creatively explore 
evaluation as a feature of their practice, to avoid intervention that may contradict the fluidity of the 
creative process, and to develop a more explicit understanding of how practice contributes to 
knowledge.  
 

4.1 Methods in Action 
The methods adopted for this research were informed by action research principles, using practice-
led methods. Our range of methods included gathering and analysing data from ArtWorks Cymru 
reports and other secondary sources of literature; hosting two charette workshops, collaborating on 
the design of evaluation concepts; testing concepts within practice settings; undertaking case studies 
with a range of participatory arts partners and consulting with artists from the ArtWorks Cymru 
community. A summary of literature has been presented in the previous section, thus the following 
sections focus on the primary research methods conducted during the project. 
 

4.1.1       Charette Workshops 
Two charette style workshops were held during the project. Hosted as part of the regular ArtWorks 
Cymru partnership meetings, the workshops brought together a stakeholder group of community 
artists, administrators, health and education professionals, applied theatre practitioners, designers 
and fine artists.  
 
The goal of the first workshop was to refine the overarching research and to engender interest from 
artists in developing an accessible evaluation system.  With respect to the diversity of the group, we 
chose to use the charette method, which is an idea-generating activity used where there are several 
related issues to explore numerous stakeholders. Our motivation for following a charette procedure 
was to enable people to collaborate in small groups on given themes, and to facilitate maximum 
participation in discussing values and sharing ideas. Using this method, stakeholders worked in teams 
and collaborated on activities that aimed to identify priorities for evaluation. The responses were 
presented back to the larger group, and feedback was invited that added a further level of reflection.  
 
Following the charette we collated the data into the following interest areas:  
 

1. Evaluation should lead to an increase in the capacity of participatory arts to deliver 
knowledge and social exchange in local communities. 
 

                                                                    
14  Creativity and Cognition_http://www.creativityandcognition.com/research/practice-based-research/differences-between-practice-based-and-practice-led-
research/ 
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2. Methods should clearly assist the identification of the benefits of inclusive arts practices, and 
build on these in the longer term across a range of participatory arts projects. 
 

3. Research should provide a better understanding of the benefits of participatory arts through 
a variety of health indicators such as social cohesion, fun and achievement. 
 

4. Accessible techniques are necessary for capturing and connecting skills and resources. 
 

The second part of the charette event tested out an idea for developing a swatch system for 
evaluating the participatory arts. The positive feedback we received on this concept encouraged us to 
develop a prototype, which was then used within case studies and further iterated in a second 
charette workshop. 
 
The second charette provided a practical forum for disseminating the findings from case studies and, 
as stated, further iterating the evaluation card swatch. Case study artists described how they had used 
the swatches during specific projects, and reported on how they had been able to undertake 
evaluation at different stages in a project lifecycle. Many of the attendees had not been present at the 
first workshop, and their inclusion enabled us to revisit the drivers for the swatch concept, 
particularly the need to observe and value nuanced, unpredicted, novel and less prescribed 
experiences of participation. The second event particularly fostered collaboration within teams where 
relatively inexperienced artists were encouraged and supported by those with more experience.  
 

4.1.2 Concept iteration: evaluation card swatch 
The idea to use a card system as a way of involving artists in undertaking evaluation was inspired by 
the IDEO Method Cards15. The IDEO model has been widely adopted as a flexible human-centred 
approach in the design of products and services. We were not aware of scenarios where artists, 
whose goals may not be directed towards specific design, engineering or problem solving, had used 
the cards.  
 
We therefore created an initial concept for a card system that aimed to position evaluation as a 
spectrum of related activities, pertaining to the richness of participatory arts practice. The first 
prototype was a swatch of connected cards; each method was described on playing card sized pieces 
of paper with a simple illustration on one side and a short explanation of why, or where, and how, to 
use the method on the reverse. These kinds of low cost prototyping methods are used universally to 
ensure that any design proposals can be informed through experimentation in user settings. By not 
investing costly time on refinements too early, the process allows for many iterations of an idea.  For 
this project, one of the main goals of the prototype was to remain open to discover new methods for 
understanding participant experience. For this reason, rather than create the cards as a pack, which 
would lay one card one top of anotherthe idea for the swatch was to offer evaluation as a diverse 
palette of opportunities, with grades, or variations that could be used singly or mixed. The 
combinations could harmonise, compliment or contrast, depending on the context for evaluation.  
 

                                                                    
15 https://www.ideo.com/us/post/method-cards 
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The swatch included traditional qualitative and quantitative methods such as questionnaires, surveys 
and interviews, combined with experimental, visual methods such as photo stories, photo journals, 
diaries, digital stories, drawing and storyboarding. We also included some of the IDEO methods, such 
as Day in the Life, News Headlines, Time Tagging, Empathy Tools and Think Aloud. Many of the 
artists that we consulted with stated that they would normally use questionnaires or interviews, so 
we felt it important to continue to use these methods, but to make suggestions for enriching the 
enquiry process by offering alternatives. In total the swatch offered thirty cards, more detail on the 
cards is offered in the Case Studies section of the report.  

 

4.1.3 Case Studies 
Case studies are a widely used method in qualitative research to examine contemporary real-life 
situations and are thus popular in the social sciences. The flexibility of the approach, combined with 
the variety of data gathering and analysis techniques deployed to produce evidence, makes the case 
study method appropriate for undertaking research within the participatory arts. With reference to 
the literature (Yin, 1998; Simons et al., 2009) we took the following six-step, mixed method approach 
in the design of the case studies.  
 

1. Determine and define the research questions, source: charette and consultation.   
2. Select the cases and determine data gathering and analysis techniques, source: literature, 

charette, online recruitment and consultation meetings. 
3. Prepare to collect the data, source: charette, card swatch. 
4. Collect data in the field, source: field studies, card swatch. 
5. Evaluate and analyse the data, source: triangulation, consultation. 
6. Report on the findings.  

 
Six case study projects were undertaken, enabling us to observe participatory arts in action, and to 
consider which methods could best elicit meaningful data with regards to the question, “Why do 
participants take part in projects?”  
 
Two participatory artists volunteered to take part in the case studies following the charette. A further 
four were recruited through the Artworks Cymru partnership network.  Of the six, four will be 
reported in this paper. 
 
Listed below are the themes emerging from the charette, together with the participatory arts project 
providing the case study: 
 
 

i. Increase in the capacity of participatory arts to deliver knowledge and social exchange 
in local communities:   
YOUR MEDICINES YOUR HEALTH  

 
ii. Identify the benefits of inclusive arts practices in the longer term:  

IN PARENTHESIS  
 



ARTWORKS CYMRU PARTICIPATORY ARTS RESEARCH AND EVALUATION END OF PROJECT REPORT • :11 
 

iii. Understanding of the benefits of participatory arts through a variety of health indicators 
such as social cohesion, fun and achievement:  
STRICTLY PARKINSON’S 

 
iv. Strategies for capturing and connecting skills and resources:  

TOUCH TRUST MOVEMENT THERAPY 
 
 

 

4.1.4 Consultation Meetings 
Consultation meetings with artists and administrators were facilitated through Artworks Cymru 
partnership events. The objective of the consultation was to align the Artworks Cymru Research 
project with the wider field of policy and practices. The meetings also provided regular dissemination 
opportunities, ensuring that we remained connected to the work of ArtWorks Cymru at a local and 
national level. The most significant opportunity for both synergy and impact emerged from attending 
consultation events for Artworks Cymru Quality Principles framework. The Quality Principles 
Framework is an online resource aimed at advising arts practitioners on how to develop a better 
understanding of the measures that improve the experience of participants16. The latter iterations of 
the evaluation swatch reflected the structure and themes of the Quality Principles. 
 

4.1.5 Follow-up Interviews 
Towards the end of the project we conducted follow up interviews with case study artists. The 
objective was to encourage refection-on-action (Schon, 1983), and to clarify some of the data. The 
interviews were structured to probe the question of why participants take part in projects. However, 
we conducted the interviews with sufficient openness for new questions to emerge.  
 
The interviews also requested feedback on the evaluation methods, for example, which aspects were 
perceived to be effective for the particular project and the accessibility of the cards to support the 
longer-term sustainability of projects, or future goals. The interview method was deemed to be 
enjoyable for the artists, most stated that they were happy to answer questions, and that they 
appreciated the interest we had shown in their work, suggesting that opportunities to share good 
practice are limited at present. 
 
 

5  SUMMARIES AND ANALYSIS OF FINDINGS 
In this section we present our findings from the charette workshops, case studies and follow-up 
interviews. 
 
 
 

                                                                    
16 http://artworks.cymru/quality-principles. 
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5.1 Charette Workshops and Cards 
The charette workshops produced a wealth of diverse material confirming complexity of the issue of 
why participants take part in projects. As a method of brainstorming, the charette procedure enabled 
each artist to share his or her views. The first charette focused on gaining an understanding of 
participatory arts, and the relevance of evaluation. The most productive charette activity was a post-
it note window exercise, using sets of coloured post-it notes, with each colour representing a topic for 
discussion, which corresponded to a different aspect of the window.  
 
Teams were given the following questions to consider:  
 

1. Why do participants take part in projects? 
2. What is the value of different types of engagement? 
3. How does taking part in projects contribute to emotional wellbeing? 
4. How do participatory arts contribute to a feeling of community? 

 
The responses were collated and positioned on a life size sketch of a window, with orange making the 
window-frame, blue making the sky, green the land and finally, yellow making a large sun.  This 
post-it window quickly became a practical, creative and effective method for organising the vast 
amount of feedback.  
 
We then introduced the evaluation cards. Six groups of five stakeholders were given a swatch of 
assorted cards with a different set of evaluation techniques. The groups were invited to review the 
card swatch and prepare at least one evaluation scenario from their practice using one card, a pair, or 
a small set of cards.. The groups were asked to consider the outcomes and values inherent in the 
projects, and to consider how each evaluation technique could address these. In feeding back their 
scenarios, each group was asked to suggest new cards, or new names for the cards in the swatch. The 
scenarios were presented back to all the attendees at the end of the activity. With permission, we 
captured the presentations on video and invited further feedback and ideas on a paper based pro-
forma. To close the charette we invited artists to participate in case studies.  
 
The variety of feedback formats - lists, colour-coded notes, video, and verbal presentation, assisted us 
in managing the flow of feedback so that all views could be captured. Furthermore, the charette 
method demonstrated that research can be playful, creative and inclusive, and can yield valuable data 
when individuals are given opportunities to express their views in non-traditional ways. The 
triangulation of data provided important themes that informed case study design.  
 
The second charette focused on disseminating the findings from the case studies, and reviewing the 
card swatch. Whereas the first charette required some speculation and imagination for how the 
methods could impact on practice, the case studies allowed authentic data to be examined. Feedback 
gathered during the event suggested that the swatch method was accessible and open enough for 
new, or unexpected experiences to be valued.  
 
The card swatch was generally perceived to be a motivating method of exploring, or 'stumbling upon' 
new techniques, or in recognising existing methods of documenting experience as valid research 
tools.  
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The swatch supported the idea that evaluation is itself a diverse and creative activity that can be 
applied at any stage of a project. Stakeholders also suggested that many of the methods support 
artists in getting to know participants without being overly invasive or probing. They also reported 
that the emphasis on variety appropriately reflected the originality of the arts, and outcomes that are 
evolutionary rather than prescribed. Stakeholders also noted the importance of making the card 
swatch visually compelling and they complimented the design of the prototype in explaining 
techniques clearly, enabling those with different levels of expertise to be included.  
 
There was a comment that the cards appeared sensitive to the constant need to prove participatory 
arts projects as exemplars of excellence. Ideas were put forward for electronic versions and some of 
the artists actually photographed their cards for future experimentation. 
 
Whilst the variety of cards was considered to be important, it was also noted that individual cards 
also elicited a range of uses, and could be easily adapted according to context. Many of the cards 
could be used for comparing data and experiences across settings, and the emphasis on visual 
methods, meant that data could be re-used to promote interest from other groups. Capturing audio as 
well as video stimulated ideas for creating a narrative soundtrack that could comment on and record 
an experience.  
 
Recurring themes included the need to find out more about participants and their families and the 
evolutionary, dynamic nature of participation, before attempting ask why they chose to participate.  
Having a simple 'Ethical Consideration' procedure for ensuring transparency was deemed very 
worthwhile.  Many of the techniques were considered to be a useful way to monitor success beyond 
the constraints of preset objectives. As a result of the feedback we designed a box for the card 
swatches, with a suggested matrix for using the card variations and a comprehensive glossary of 
terms. 
 

5.2 Case Studies 
Two participatory arts organisations were recruited during the charette workshop, with a further 
four volunteering through the ArtWorks Cymru networks. Each case study contributor was provided 
with an introduction to the research project via email, which was followed up by a face-to-face 
meeting to discuss the details of each project including the evaluation card swatches. We also used 
this opportunity to draw attention to the ethical implications of the research. Given the visual nature 
of certain arts practices, and the potential to gather participant data using video, photography, 
drawings and graphical modelling, our objective was to assist artists in identifying the likely ethical 
issues and how these should be addressed. The artists used the ArtWorks Cymru Information and 
Consent template to ensure that participants were fully aware that their involvement in the research 
was voluntary, but that their feedback could improve the quality of participatory arts practice and 
services.  
 
The following sections include an explanation and analysis of four of the case studies, selected 
according to the participation themes emerging from the charette. 
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5.2.1 Dance for Parkinson’s South Powys Parkinson’s UK17 
 
Project Team: Heidi Wilson, Rosie Hazell 
The Project: Strictly Parkinson’s 
 
Strictly Parkinson’s is a weekly dance session open to people with Parkinson’s and those who 
support them, such as partners and friends. The project has been running for two years and is 
delivered by Heidi Wilson and Rosie Hazell in a church hall in Mid-Wales. The overarching objective 
of the project is to improve general health and social interaction. However, in focusing the case study 
evaluation on finding out why people choose to attend the weekly sessions, rather than asking them 
what they feel the benefits could be, Heidi and Rosie were interested in gathering data that could 
develop the project further, and to offer bespoke dance sessions to communities not currently served 
by the Dance for Parkinson’s national program. 
 
Method 
Evaluation Cards: Informed Consent; Empathy Tools; Voice Memo; Time-Tagging; Photo Story; 
Video Storytelling 
 
Given the difficulties with handwriting some people with Parkinson’s experience, Heidi and Hazell 
were particularly interested in visual methods. The ‘Informed Consent’ procedure was followed to 
advise the Strictly Parkinson’s group of the research project prior to any activities taking place.  The 
first evaluation card the group tried was an ‘Empathy Tool’ in which photographic images, chosen by 
Heidi, were used as visual cues to prompt conversations about how the participants were feeling. The 
method was suggested as a way of gauging the general mood, and anticipation of the session, without 
asking direct questions. The conversations were recorded using audio recorders to allow for full 
participation without the need for note-taking.   
 
The next method involved capturing the Strictly Parkinson’s session using still images and video. 
This method can be demanding for facilitators and needs preparation. For this case study, however, 
the research team undertook the recording and editing as a means to demonstrate the ‘Photo Story’, 
‘Time-Tagging’ and ‘Video Storytelling’ methods. The edited data was presented to the Strictly 
Parkinson’s group at a later session in order to encourage a reflective conversation between 
participants and dancers. 

 
Outcomes 
Respect Considering the ethics of participation from the outset, whether that is consent to be part of 
an arts or research project, demonstrates respect for participants and the knowledge they choose to 
share. For the Strictly Parkinson’s group, asking for consent was in itself evidence of how much their 
contribution is valued. This notion of value, and who values who, was revisited in the feedback 
interview, and raised the question of what participant’s bring to the arts, rather than vice versa.  
 

                                                                    
17 http://www.danceforparkinsonsuk.org/ 
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Sharing human experiences. The conversations prompted by the empathy tools raised awareness that 
people with Parkinson’s are normal people having to cope on a day-to-day basis with extraordinary 
challenges. There is a tendency in research to view participants as subjects of interest, and the line of 
enquiries follows a path that can inform solutions. The Strictly Parkinson’s participants were able to 
share their stories, without fear of whether they were giving appropriate answers. The conversation 
flowed, and when they began the dance session, there was already a feeling that this was their 
project, simply by giving voice to their everyday human experiences. 
 
Connectivity. The participants enjoyed the opportunity to observe their actions on video, pointing out 
facial expressions, emotions, and moments in time as well as movement.  
Most useful was Photo Story and Time-Tagging. The Photo Story required selecting particular images 
and editing them to flow at a particular pace. The rhythm of the photo story presented an 
opportunity for meta-review, and the participants noted their connectivity expressed through the 
dance that possibly would not have been visible without the photographs.  Time-Tagging revealed 
nuanced moments. This method requires capturing a still frame at regular intervals instead of only 
those that are considered to be of interest. For the participants this caused amusement and prompted 
them to comment on transitions, rather than purely looking at the peaks in the choreography.  

 
 

5.2.2 Touch Trust  18 
 
Project Lead: Adele Gilmour 
The Project: Touch Trust Movement Therapy Program 
 
The Touch Trust provides creative interventions to increase wellbeing for people with profound and 
complex disabilities. There is a general assumption that there is a benefit to the guest by attending a 
Touch Trust session. Through this case study these notably tacit assumptions were drawn out. 
Perhaps even more importantly the staff working at the centre became more clearly able to identify 
their own skills in creating and delivering the program, identifying the key resources Touch Trust 
provides, and now developing ways to communicate these features to different audiences and 
organisations. The program encourages unique and free creative movements. This simple principle 
creates an uplifting and nurturing environment where all expressions however small are celebrated 
as a positive act. In order to deliver this time and time again the staff have developed skills in; 
narrative, stories, personas, immersive environments, gaming techniques, holistic therapies and 
communication. Collectively these skills create a platform for every guest to explore sensory 
perceptions and respond to the stimuli in their immediate environment. The program encourages 
unique and free creative movements. This simple principle creates an uplifting and nurturing 
environment where all expressions however small are celebrated as a positive act. In order to deliver 
this time and time again the staff have developed skills in; narrative, stories, personas, immersive 
environments, gaming techniques, holistic therapies and communication. Collectively these skills 
create a platform for every guest to explore sensory perceptions and respond to the stimuli in their 
immediate environment. 

                                                                    
18 http://www.touchtrust.co.uk/	  	  
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Method 
Evaluation Cards: Open Questionnaire, Word Cloud, Personal Inventory, News 
Open questionnaires were used to prompt informal conversations and aimed to encourage deeper 
reflection on a given line of enquiry. Nine of the Touch Trust staff took part in this activity. Each 
person was interviewed for 15-40 minutes and answers were recorded on a Dictaphone. 
Conversations emerging from each interview were transcribed and key words selected to form as 
series of word clouds. The word clouds were presented back to staff at Touch Trust as a visual record 
and prompt to help staff better communicate what they do at the centre. During a professional 
development session the staff each undertook a personal inventory of their word clouds to explore 
their activities in further detail and identify what matters most to them.  
The evaluation process has also helped to generate News – a method often used to capture attention 
by clearly stating benefits and unique features of a practice or project. Adele Gilmour has used some 
of the outcomes of the sessions to attract new stakeholders, investors and funders.  
 
Outcomes 
Acceptance. A key feature of participation in Touch Trust is the concept of acceptance; everybody 
who comes in is on an equal level and all responses in a session are always encouraged and 
celebrated. Acknowledging a contribution however small makes participants feel happy. These 
features of Touch Trust have helped to create a community that guests, carers, families and 
participants want to be a part of.   
   
Shared experiences. The work undertaken in this study also highlighted the importance of the carers 
and families in participation. Carers are as encouraged to participate as the guests. Working together 
in this way means that many of the skills and resources the staff impart during a session can 
potentially be taken out of Touch Trust into the care facilities and the guest’s homes. The carers are 
often perceived as a vital link between the guests and Touch Trust staff. The carers help provide 
context, background and interpretation of actions and gestures which otherwise might be missed or 
misunderstood. The carer can help maximise the impact of the session in terms of wellbeing, fun, 
increased self-esteem, social engagement and other soft outcomes associated with holistic and 
creative interventions. This knowledge improves Touch Trust delivery of services thereby increasing 
the participations participation.  
 
 

5.2.3 Welsh National Opera Youth and Community19 
 
Project Lead: Louise Maddy 
The Project: In Parenthesis Teach 
 
In Parenthesis Teach was a project run by Welsh National Opera’s (WNO) Youth and Community 
program. The program aims to promote the WNO as an inclusive space where anybody can come and 
appreciate the arts, in particular Opera. Project co-ordinator Louise Maddy contacted Artworks 
Cymru to engage more with ways of evaluating their project.  

                                                                    
19 https://www.wno.org.uk/youth-and-community 
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David Jones book about World War One, InParenthesis provided the theme for the project and was 
chosen to compliment the World premiere production of Iain Bell’s opera In Parenthesis, performed 
by WNO in summer 2016. ‘In Parenthesis’ key beneficiaries were young people. The project formed a 
part of the curriculum for participating schools in Communities First areas across Wales. The project 
was set up to increase the participation of younger people in the arts in particular Opera with a 
secondary aim to contribute to the education curriculum. 

 
Method 
Evaluation Cards: Personal Inventory, Vox Pop, Role on the Wall, Guided Tour 
Cards selected by Louise and the evaluation team aimed to target views from the teachers, children 
and artists within a very short time frame. A personal inventory was used to pin down what Louise 
really wanted to learn more about.  
A Vox Pop approach asked teachers and other attendees about their views and experiences being part 
of the project. In order to capture the children’s views and perspectives a role on the wall – a method 
used to capture quick insights from larger often younger groups where time is limited – was used 
with the same questions from the Vox Pop written down on a large wall paper sheet. The Vox Pops 
and content from the Role on the Wall were transcribed and put into their key themes for use by the 
staff at the Welsh National Opera. A guided tour was also undertaken at the show back event to help 
pick out key moments that the participants really enjoyed and help plan future  

	  
Outcomes 
Professional standards. Analysis undertaken during this Artworks Cymru project revealed that the 
most memorable part of working on the project for the children was a feeling that they were a part of 
something bigger than a class project. A screening at the Wales Millennium Centre facilitated this, as 
well as celebration event held at the end of the project and a professionally animated DVD. It was 
these elements combined that led to a high level of participation from the children. 
 
Being Celebrated. Teachers of the participating classes unsurprisingly placed successful learning of 
the themes and history of World War 1 as the key reason for participating and the main reason for 
why they would want to participate in any future projects. The teachers also commented on the 
benefits of the show back event where the children were celebrated and could see the outcome of 
their efforts on the ‘big screen’. This opportunity the teachers felt was unique and something that 
was lacking or non-existent in other projects with external partners. The teachers also commented 
that it would be this celebration of their efforts that the children would ‘remember forever’ and 
would have a greater influence on their future engagement and participation with the arts.  
 
Legacy. The project created a number of impact documents; the celebration event was filmed for S4C 
and the BBC. The DVD is available for viewing on line and has been shown at film festivals through 
its production company Gritty Realism. In the longer term these legacy records can be used to 
support a case for similar projects and/or revisit some of the themes emerging from In Parenthesis. 
Providing these legacy documents has also enabled friends and family to participate in the project 
and increased the reach of the audience and the number of beneficiaries in the immediate and longer 
term.   
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5.2.4 Cwm Taf University Health Board and Artis Community 

 
Project Team: Nancy Evans, Louise Shenstone and Alison Warner 
The Project: Your Medicines, Your Health 
 
‘Your Medicines Your Health’ was set up to tackle the growing problem of over use and mis use of 
medicine. Children are given key messages and then asked to develop slogans, captions and graphics 
to create a poster for better use of medicine. An illustrator compiles the messages and images to 
create screen-printed artworks. A travelling exhibition of the posters and an opening celebration 
event with the project coordinators and funders completed the project.  
 
The participants in this project were school children. The key reason for involving children was to 
encourage the children to talk about medicine use at home thereby taking the messages more 
effectively to the people who need re-educating in medicine use – older people.  

 
Method 
Evaluation Cards: Timed Entries, Reflection, Card Sort, Vox Pop  
Timed entries were used when observing teachers deliver the first draft of the teachers pack to the 
children. Making notes at set intervals helped to notice patterns and things not immediately seen as 
important. After the lesson the group (Artworks Cymru Research team, Nancy, Alison, Teacher and 
Teacher who helped develop the teaching pack) reflected on the lesson and the children’s 
experiences. Later in the year the research team were able to observe lesson three – making posters – 
delivered by an artist and a teacher. This provided opportunity to co-design a card sort to gather 
feedback from the children about various aspects of the project using three themes: knowledge of 
medicine use, artistic skills and social impact. An additional nine key messages within each theme 
made up the card pack. Children were asked to pick up to three cards from each theme and then 
order them in order of importance. Finally a Vox Pop was used at the exhibition event to capture 
feedback from the public and what they thought were the most successful elements of the project.  
 
Outcomes 
Making a real difference. There were many potential benefits emerging from the project, including 
learning about correct use of medicine and developing new creative skills. The children felt that being 
involved in a real world project, which had capacity to make a noticable difference, was the most 
important part of the project.  
 
New learning. The classroom teachers (who deliver the lesson plan) said that the messages related to 
medicine use was the most important feature of the project and getting these massages and messages 
like them out to the general public should be promoted as a key reason to take part in projects like 
these.  
 
Artistic quality. At the wider show-back event the participations stated that the creation of beautiful 
screen prints and improving the health and welling of the general public were beneficial outcomes of 
participation.  
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There was an emphasis on the importance of the artistic outcomes of this project as a driver of 
participation in any future projects as creating professional artworks for a travelling exhibition 
carried significantly more prestige and importance than simply creating an artwork for the 
classroom.  
 
Shared experiences. There was also a high level of feedback as to the improved participation by 
working collectively – as a class group on the posters. Many of the children said they got to know 
others in the class as well as students from different schools. Bringing people together to work on a 
large scale screen print has greater influence on the children and makes them feel prouder of their 
contributions relative to working on their own. Delivering important health messages via artistic 
methods has a critical role in the children’s perception of the importance of the project, their likeness 
to pass on the messages to others and overall engage and participate in similar projects in the future.  
 
 

6  DISCUSSION: WHY DO PARTICIPANTS TAKE PART IN PROJECTS? 
Evidence of the impact of participation on issues such as diversity, inclusion, health and education, 
have been widely reported elsewhere, therefore this discussion attempts to present the voice of the 
artists and participants, based on responses gathered during the charette workshops, case studies and 
follow up interviews. The case studies prompted artists to consider evaluation as evidence of the 
value of participation when seeking further funding and to invest time in developing and repeating a 
project, or to extend their practice for a new audience.  
 
As a method of refection-on-action (Schon, 1983) the interviews clarified the case study findings. In 
the early stages of the project there artists commented that being asked questions about practice by a 
researcher could be intimidating, or perceived as critical, particularly given the evolutionary nature of 
participatory arts projects. The latter interviews revealed a greater willingness to discuss experiences 
that may otherwise have been discounted.   
 
This discussion is structured around answers to the questions used during the follow up interviews. 
 
Q 1. On the basis of the evaluation conducted during the case study could you suggest reasons why 
participants choose to take part in arts projects? 
 
Q 2. Having contributed to the case studies and experimented with a number of methods for digging 
deeper into the research question, do you feel that new areas for research have emerged? 
 
Q 3. Reflecting on these methods, how effective was the approach in motivating evaluation and 
eliciting useful responses? What should we take forward? Is this approach - or indeed a new 
approach - needed? 
 
Q 4. What is the likely impact of participatory arts practice at a local or national level? What impact 
would you like to see? 
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Q5. How should we be communicating the findings - to whom? Who are the stakeholders, how much 
influence do they have? 
 
Q1: There are diverse reasons for participation. In most cases these are personal, not diagnostic. A 
specific diagnosis may have provided the opportunity for participation, but participation isn’t about 
cure, or a change to diagnosis. The experience of participation and collaboration transcends such 
classification. For this reason, the motivation for taking part in the beginning of a project may change 
as the project progresses. Participation is about journeys - for both artist and practitioner - each 
journey is individual even though the routes may be suggested in the same way. For example, the 
participatory session may offer a structure, but usually the process of participation is responsive, 
agile, and evolutionary. This is where the arts offer an alternative to therapeutic interventions, and 
the role of the practitioner should be reflected in the evaluation of these alternatives. This opens up 
the question of how the practitioner and the practice shift in this context. What are the skills 
necessary to permit such open and inclusive experiences for participants beyond those associated 
with the craft/discipline? 
  
In participatory arts we value practice and process over and above results. What makes this unique is 
the fact that the agency for decision-making is shared so that the participant or group is empowered 
to make decisions. This allows us explore different kinds of operational practice and the role of the 
arts brand? Some projects carry the status of a brand name, but how important is the brand in terms 
of aspiration, it may be part of the motivation but is it agile enough for participation, whereby the 
participant has real influence? This opens the question about quality and experience; the 
participatory arts must focus on quality of experience rather than quality of output. 
 
For some artists there was a sense that a participatory arts project functions as an intervention, 
particularly when participant views are sought at the end of a project. In many cases participants are 
brought to a project by a carer or teacher, under the general assumption that there will be a benefit. 
However, during the case study, deeper insights emerged, and one interviewee reported that they 
shifted their intentions for the session to more closely reflect the contributions of participants, and 
focussed more on happiness. 
 
It was also noted that the evaluation methods provided a new lens for understanding participation. 
For example, one artist noticed qualitative changes in behaviour from simply having the regularity 
and pattern of a session to provide routine and purpose. These experiences of participation are not 
uncommon, however they are often not documented or made explicit in reporting procedures. 
 
Q2: The case studies highlighted an important question, and this is not why do people take part, but 
rather, what do they bring that gives shape to the practice? Instead of using evaluation to prove or 
improve outcomes, such as health, better sense of self, more fun, greater enjoyment, more skills, 
perhaps we should be asking what participants bring to arts practice that makes us better artists? 
 
The role of the carer as participant also featured in the feedback, implying that those who provide 
direct support should also be considered in the research, thereby increasing opportunities to 
understand outcomes such as well-being, fun, social engagement and self-esteem for families and 
carers, who may not choose to take part, but who may also indirectly benefit from the project. 
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Another group reported similar findings in that their participants were children who did not 
themselves choose to take part - teachers made this decision. However by conducting evaluation with 
the children they found that although there were important subject specific learning goals, the wider 
experience of collecting and sharing knowledge was rewarding. The children also reported that they 
were given greater responsibility during the project and that they felt that the artworks they created 
could benefit others. 
 
Q3: The exploratory nature of the evaluation cards allowed artists to experience their practice as 
research and for the participant responses to influence the practice. Normally research is dominated 
by theoretical or philosophical perspectives and validated through empirical forms of evaluation 
designed and undertaken by the researcher. The cards enabled artists to think of value within the 
whole of their practice, from planning and organising, to being able to ask certain questions of 
participants that would normally be left until the end. One interviewee responded that "in 
demonstrating to the participants early on that their views mattered, and that in asking for their input 
we were not seeking answers that prove we are doing a good job [outcome focussed], we were able to 
involve them in designing and influencing the research.  
The cards enabled us to research with them, rather than about them." This raised the question about 
involving participants in disseminating the findings and how much influence they have in where the 
data is presented. 
 
 “This [evaluation] feels so much more inclusive, everybody is getting involved and I feel like I can 
actually go and ask colleagues what do they think and to get their views and opinions.”  
 
In some cases there was reported to be a dread of evaluation; it is seen as extra pressure rather than 
at the creative core the project. There was a comment that this pressure created a tendency to try and 
‘fluff up’ the descriptions of the work to fit with the demands of report writing. The evaluation card 
system enabled the objectives to be addressed, but more importantly new findings could be included 
“that really matter”, which could be made more explicit to funders. There was agreement that there is 
room for improvement in embedding evaluation into practice, and for putting strategies in place for 
evaluation to occur earlier in the planning and costing stages. The case study opened opportunities to 
include other people, for example, friends, carers, families and teachers, and to find out what the 
participation means to them.  
 
“This is a million miles away from a box ticking exercise … we can’t change the system unless we have 
something alternate to offer.”          
 
Q4: The evaluation encouraged artists to suggest that funders should become more agile in the way 
that they set out criteria based on outcomes. It is well understood that participation can lead to 
learning a skill, social engagement, more access to arts, improved health indicators and connecting 
diverse communities, but stakeholders suggested that for people the predicted benefits change during 
participation. One interviewee asked, "what happens when you don’t find what the funders are looking 
for, but you find something else that is of greater value to the participant?" There was a suggestion that 
undertaking participant-centred evaluation risks the discovery of new knowledge that, paradoxically, 
was not what the funder intended. 
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The Parkinson’s group reported that the emphasis on research within the context of the arts project 
empowered them to contribute to raising awareness of techniques for managing the condition that 
contrasted with the medical models. They felt valued because they were being listened to, using 
storytelling to enable their experiences to flow, rather that just responding to questions that satisfied 
health indicators.  
 
Q5: The evaluation methods encouraged a level of meta-review and self-reflection that would 
normally be impossible given the pressure of delivering an arts project. In particular, participants 
enjoyed reviewing their films and photo stories, and pointed out things that would otherwise have 
been missed. The process of peer and self-review focussed their attention on the many reasons why 
they participate, especially the conversations, camaraderie and sharing of stories [prompted by the 
video and photographs].  Whereas the social interaction was vital, the imagery resulting from the 
captured video also revealed their individuality. 
 
Currently we have a tendency to share research and disseminate only to those with power. We need 
other routes for dissemination to fully appreciate why people participate, using alternatives to text 
that represent the voice of the participants, at personal, community and operational level. 
Importantly, many participants reported that they believed that sharing their experiences of 
participation could benefit others. This highlighted issues around who benefits from participation 
beyond the project itself? Community groups form part of an ecosystem, when viewed this way it is 
possible to think of impact beyond that of personal achievement, and to think more broadly about the 
effects of engagement in participatory arts. The arts promote creativity and imagination, and so 
should participatory research. It should offer something that is currently unavailable in the sciences - 
that is the authenticity of the participant voice rather than perceptions of quality of output and how 
replicable the outcomes could be. 
 
It was suggested that the dissemination of findings from participatory arts should include Higher 
Education in the Arts, Business and Management, and this research could be offered as an exemplar 
for using innovative and inclusive methods for capturing data and generating knowledge. There are 
also opportunities to extend the knowledge transfer via career hubs in schools and for adults either 
returning to work or seeking a career change.   

 
 

7  CONCLUSIONS AND FURTHER WORK 
These following conclusions draw mainly on the findings in the preceding session and are thus 
generalised rather than detailed observations.  
 
The ArtWorks Cymru research and evaluation project reviewed contemporary literature and 
conducted significant primary research in order to investigate why participants engage in 
participatory arts projects. In attempting to answer this complex question we choose to adopt a 
practice-led approach as it became clear early on in our study that the participatory arts require 
methods that situate practice as the conduit to highly personal participant experiences. 
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The variety of methods provided a rich source of data. Even though from the outset it appeared that 
many artists were resistant to the perceived scrutiny of traditional research, and some lacked 
confidence in, or were unaware of, experimental methods, in reality our research revealed that the 
participatory arts sector encompasses breadth and rigour in the way in which participation is valued. 
By opening up evaluation to include visual methods, particularly storytelling, photography and novel 
video techniques, and digital analysis tools, such as word clouds, we were able to ascertain that 
within participatory arts practice there is scope for a methodical gathering of knowledge which is 
both inquiring and respectful of the need to better understand participant experience.  

 
The question of why participants take part in projects yielded a myriad of answers. The nature of 
participation is highly personal, and context dependent. Each participant and each project is unique. 
In analysing the data gathered during each the stage of the project, certain key themes correlate, for 
example, that participation allows for shared human experiences beyond diagnostic or learning 
objectives, and that participation for some people is the first experience of feeling respected, of being 
given autonomy in decision making and the chance to flourish, as themselves. For many people 
participation provided a vehicle for helping others, whether that was through a fresh approach to 
information design, making a video, or choreographing a sophisticated story of national interest so 
that it could be made accessible for a non-specialist audience.  
To summarise our findings from this research: practice-led methods were reported to provide an 
authentic route for artist and participant evaluation, and to have a positive effect on participatory arts 
practice. Reflecting on the responses of participants we believe such methods can stimulate further 
development of the participatory arts as a discipline. Importantly, this research provided 
opportunities for artists and participants, who may lack confidence in how or why to conduct 
evaluation, to use novel methods for defining the assets and outcomes that define their work.  
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