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k= GUIDE TQ THE REPORT

This publication {s an abridged version of a fully detailed
report on the "Create Ability" Conference held by Accessible Arts
Incorporated. The report was raduced in slze for aasa of reading
and because of budgetary restrictions.

The unabridged verzion cont:zins tha following additional
sections;
B Methodology.

a) Role of the Working Party

b) Development of the Conferance Thema
¢) Development of the Conference Title
d) Time Frame and Critiecal Path

2. Publicity and Promotion
3. Reglatration details
i Survey and Evaluation of Participants" Responses to

Conference by Janet Haswell, Student in Laisure
Studies at Kuring-gai College of Advanced Education.

5. Report on the Workshop Program (with photographs)
by Jim Tyler and Carcl Alderdice, Workshop Tuter and
Agazistant.

[ Additional speakers- papers;
a) Diversion -v- Creativity; Allan Harrison
b} An Overview of Paer Support Services under
Home and Communi{ty Care; Martin Bass.

T. Conference budget
These additional reports, opapers and Information are freely

avalilable through Accesaible Arcs Incorporated, P.0. Box 773,
Newtown. NSW 2042. W\ sbwo baq




B BACKGROUND TQ THE ACCESSIBLE ARTS INC. COMNFERENCE

In 1988 application was made to the Australia Council for funding
Lo stage a seminar or conference focusing on the issues of;

© access for people with disabilities to community arts programs
and activities, and )

~ the need for integration of pecple with disabilities inte
existing community arts programs,

The aims of the Seminar or conference were to;
Provide a forum for discussion and debate of the issuesa, and,
to provide a contact point for exchange of information betwaan
the fiald of disabilities and the community arts network.

Because Accessible Arts Inc. did not employ a worker, it was
decided that 5 conference co-ordinator would be appointed to
énsure tha smooth running of the seminar or conference,

In early Eaptamher, 1989, Victoria Keighery was appointed to the
consultancy,

The conference was first proposed te occcur in HNational Arts Week,
9th-13th October, and to be staged In the Parramatta area or a
similar centrally geographical area, however, time restrictions
and the avallability of dppropriate accessible conference venues
determined the final date and location for the conference.

A conference Working party was established to act as a rasourcae
baze and decision making body for the day to day planning. This
ensured Smooth running and sufficlent human rascurces e
undertake a jtate-based conference,

Frﬂ-l'—-ﬂ-l'dqld'\-ll.lru-l-'d.l

= ACKNOWLEDGEMENTS

This conference came abouyt through the determination of
Accessible Arts Incorperated to provide a forum for raising the
igsues of accesaibility te arts activity for people with
disabilities, He dcknowledge the initial work, support and
encouragement of the Accesaible Arts Committee, several of whom

gave their time apnd Bxpertise asz members of the Conference
Working Party,

The Conference Working Party, who dedicated many hours of their
valuable tima, compr ised;

HOLMAN COOE SUZY CULKIN ANNETTE DONOHOE ANNIE HARVEY.

The dedication of this small group of people provided a source of
inspiratien to all those who came into contact with the working
party over the two months prior to, during and after the
conference, Their wvision and enthusiaam maintained the energy
required to tackle such a large task in a short period of time.
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My congratulations and heartfelt gratitude to them. It has been a
positive inspiration working with you. [ should be 30 lucky if
all working parties were as productive and energetic as this one.

Our gratitude also goes to the many spaakers and presentersz for
thelr time and effort in preparing the talks. They represented a
group of dedicated, wvisionary and professiocnal people whose
support is of the utmost importance to the aims of Accessible
Arts Incorporated.

In particular, my thanks to Jeffrey 5t. John, whose long
telephone calls with me reinforced the Importance of such a
conference in providing an inspiraticnal, philosophical framework
for discuassing and debating not only the important {ssues
addressed by the Conference, but the subject of the "arts”, in
general.

Thankyou alse to Jan Haswell, whose dedication to the development
of the Participant's survey resulted in important {nformation
being collected for future activities. Jan alsoc contributed on a
practical, and equally important, level attending meetings,
setting up and taking registrations.

In addition, thanks te Jim Tyler and Carol Alderdics for thelir
dedication and professionalism 1in staging the workshop, a
revarding experience and poslitive source of {deas for many of the
participants.

Finally, acknowledgement must be made of the Community Cultural
Development Unit, Australia Council, for the funding to undertake
the conference and, in particular, Tamara Winikoff for her
positive support and encouragement.

Victoria Keighery,

Conference Co-ordinator.

4, AIMS AND OBJECTIVES OF THE CONFEREMNCE

AIMS;
~  provide a forum for discussion and debate of the {ssues, and,

provide a contact point for exchange of information between
the field of disabilities and the community arts network.

OBJECTIVES;

1. To increase community awareness of the need for integrated
community arts programs.

2. To increase community awareness of the issues relating to
the involvement of people with diszabilities in commun ity



4rts programs.
3. To increase community awareness of Accessible Arts Inc.

its programs and services.

b To motivate and empower people with disabilities to become
involved in arts activities.

2+ To demonstrate to community artists, community arts
organisations and workers in the field of dizability that

People with disabilities can be involved in arts activities.

2 THE GROUPS

The Working Party recognised the importance of targeting possible
conference participants in order to effect the changas outlined

by the objectives far the conference.

It was determined that the target group or groups were people in
4 position to affect the way in which commynite arts programs
were established and run and who gould, with encouragement, make
these programs accessib people with disabilities. In
additTon, workers who were involved In general program planning
for pecple with disabilities were identified as potential sources
of  change through encouragement to include community arts
activities {n their general programs. It was also determined
that  an equally impertant target group was people with
disabilitias who were involved in both general and arts programs
In  the community, or who were active in arts programs or could
be encouraged to become actlve. The working party determined
that this lagt target group could well be the most difficult to
motivate to attaend the conference.

S0, target Eroups were identified as:

Community drtiats and community arts warkers,
Community arts organisations,

- HWorkers in the field of disabilitles, and,

~ People with disabllities.

The Working Party determined that the methods which would be usad
in the conference to effect change amongst the target groups
would be to:

INSPIRE INFORM and DEMCOHSTRATE
effective models Eor changing community attitudes to people with
disabilities,

R T T T e E .
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B. BACEGROUND TO THE PROGRAM FOR THE COMFERENCE.

The program for the conference was determined according te the
aims and objectives, target groups and conference thems, It was
decided that speakers would be selected who combined knowledge
with the abllity to effectively communicate that knowledge to
conference particlipants. Speakers with good “"performance” ability
Wwaz determined as a facter in selectlion, where {t was known.

Program blocks followed the theme for the conference apnd a
program flow, from philosophical through to practical, was
determined as leading from the broad/philoseophical ta the

particular/practical. This= strategy in programming the
conferance was determined as appropriate to meet the Btrategies
of [INSPIRING AND INFORMING. The program included the strategy

of DEMONSTRATIMNG, by providing concurrent workshop activities in
art media on the Saturday, conducted by Jim Iyler, and by
including sessions whereby models of arts programs could be
preszanted and discussad.

Wherever possible action based, or model based foecuses were usad
to maintain cohesion to the program and also to break up the
program format in order to achieve a more interesting conference
base. The wusual format of "talking heads" was avoided where
at all posgible, it being felt that a balance was required to
keep such a broad base of target groups I[nterested in the
conference. The use of visuals and audio visuals was ancouraged
to ensure an interesting and energetic conference format.

A brainstorming session was staged with the Working Party teo
determine the toplcs and potential speakers for each of the
sessions, thereby ensuring that there were optionz for both
toples and apeakers, based on the collective expertise of the
working party. This proved very effective in identifying the
“"specialista" in the fleld of disabilities and communiey
artssarts networks. 19 speakers waere approached. The President
of Accessible Arts Inc., Michael Champion, was asked to play the
role of M.C. He shared the task with Jague Goldman.

Initially, the number of topics to be covered demanded a two-day
conference to accommodate them and it was determined to run for
the two days and accommodate the workshop activities (for people
with diszsabilities and others) concurrently with the second day.
Half hour papers were considered to be sufficient, given the
number and breadth of topics being covered.

Several draft programs were drawn up and discussed and the
following program considersed the most appropriate to accommodate
the theme, aims and objectives, target groups and budgetary
considerations.



_CREATE-ABILITY; A conference on creativity and disability. ™

Presented Accegzible Arts Inc. PROCRAM

Dates; Friday 17th and Saturday 18th November, 1989,

Venue; Dougherty Community Centre, 7 Victor Street, Chatzwood.

DAY 1; Friday 17th Movember, 1989.
10.00 a.m. Registration. Tea/coffee.
11.00 Opening; Andrew Tink, Member for Eastwood,

Member of Arts Backbench Committee,reprasenting
the Honorable Peter Collinz, Minister for the Arts
and Health, NSW,

11.15 Welcome and Introduction to Accesszible Arts Inc.
Michael Champion, President, Accesaible Arts [nec.
Program Officer, Coastlink, Gosford.

11.30 Key Note Address; The Ordipary/Extracrdinary

and Community Arts; Vivienne Binns, Community

Artist/Visual Artist, Vice-President, Natlional
Association for the Visual Arts.

12.00 and Up the g; Jeff 5ct. John. Muszician
and 5oclal Educator.

Néa 3l | The Philosophy of Arts Accessability and

Participation; Gaye Hawkins, Educator/Tutor,
L Kuring-al College of Advanced Education.

1.00 Lunch.

‘.00 —Long Time Dreaming"; Video presented by Dave

King, Musician/Training QOfficer, AQA.

2.30 Diversion -w- Creativity; Allan Harrison,
Recreation Officer, Westarn Sydney.

3.00 Community Attitudes to Intepration:
Barbara McEvoy, Student, M.F.P.A. and

Tannia Vassallo, Community Arts Participanc.

3.30 Afterncon tea/coffea.
4.00 | Panel Session; Models for Changing Community
" Attitudes.

1. Jan Spencer, AQA project.
2. Mustard Seed Theatre, Patrick Russal, Artistic
Director.

5.00 Peformance; Mustard Seed Theatre,
"What About Us?".

&




DAY 2:
10.30

11.00

11,20

12.00

12.30

saturday 18th November, 1989,

Morning tea/coffee.

Lacatlng Communfty Arts Activities and Setting

up an Arts Activity Group in a Commupity Centre.
Judy Finlayson, Executive Officer, Community
Activity Centres Network.

Resources for Community Art Activities;
Marla Guppy, Community Artist, President
H3H Community Arts Asscciation.

raining the Community Artist to work with
People with gabilicies: Annie Harvey,
Community Artist/Ethnic People's Disabllity
Program.

Lunch.
Video/s. Topics to be confirmed.

Gizmoa, Gadgets and Ramps: Bill Watson,
representative of Technical Ald for the Disabled,

SUpport Services for Pen Wwith Disabilities.
Martin Bass, Co-ordinator, Leisurelink.

ransport: Moving Iszsue., Tim Suzsman, Community
Transport.

Afternoon tea/coffee.

Panel session; Models for Arts Activity for
People with Disabilitjies.

Theatre of the Deaf. Rosalind Richard.

Arts Access Malbourne, Tori de Mestre, Community
Artiszt.

Conclusion; Michael Champion, President
Accessible Arts Inc.

EﬂgertainmeEt; The Jah-Kevin Band.

Conference dinner.
Cloza,

Concurrent with the above program for Saturday, a multi-media

warkshop,

covering Marbelling on paper, Carving plaster blocks

and Woodblock printing, will be conducted by Jim Tyler, multl-
media artist, from 10.00 a.m. to 3.00 p.m. -



Gay Hawklna

dudience

i

Audience partlclpation in Mustard
séed Project's performance

-
Fhotographer ,
Victoria Monk




. ATTENDANCES

There waz a 6.2% response rate to the number of pamphlets and
registration forms distributed (1500).

Breakdown of reglatratlons;

93 registrations, comprising 48 full time registrations (for both
days) and 45 part time registrations.

32 registrations from the Healths/Disability Services sector.
3l reglstrations from the Arts/Community Arts sector.

L5 registrations from individuals.

10 registrations from the Community Services sector.

5 regisztrationa from the Education sector.

66 female participants
27 male participants

17 participants with disabilities

Day 1 attendances; 73 participants
Day 2 attendancas; 62 participants
Workshop attendances; 18 participants (6 with disabilities)
Conference dinnar; 33 participants

Thare were 3 late registrations on the lst day.
There were & "no shows™.

See Appendix for list of reglstrations.



SELECTED SPEAKERS®

H

PAPERS




1. Welcome Address: MICHAEL CHAMPION,
President, Accessible Arts Inc.

First of all may I extend a very warm welcome to all of you who
have travelled short or long distances to be here.

To have a fully fledged Accessible Arts Conference for me is a
very exciting and fulfilling concept. Fulfilling because of all
the hard work that has gone into keeping Accessible Arts going
especially this year, when, without a development worker we were
effectively reduced to being a voluntary committee. But, here we
are, an independent organisation ready to support people in their
endeavours to make the arts a real <choice for people with
disabilities in the community.

And I am excited because of all the support that people have
given to us. Support that has grown from the early days of Art
Reach, support generated by Nina Angelo's enthusiasm whilst
artist in residence in 1987/88 and support we have kept as we
forged our way towards making it an independent organisation.
Support we have kept during this year when we could offer very
little as, for us, it was a time of consolidation and review.

Now we are here for two days to talk and exchange views but let
us not forget that Accessible Arts is about inspiring people to
achieve goals, to realise ambitions and to be creative beyond
their wildest dreams. If you think this is a grandiose
statement, ask anyone who participated or helped at the
Accessible Arts Camps . the excitement and inspiration was
infectious. We want to be able to spread that inspiration state
wide to any person or group striving for artistic choices in
their leisure.

Today and tomorrow are designed to inspire you whether you are an
arts worker or a professional in a service for people with
disabilities but most importantly you the participant no matter
what your disability. Because, Accessible Arts is not about your
disability its about your ability. You can achieve great things
with a Dbrush or a camera, in music or drama, by designing or
constructing. Accessible Arts' aim is to bring artistic choices
within the reach of the disabled community, to bring community
arts to people who were considered by others or even themselves
as not being creative people.

Community art is all about people creating and achieving at their
own level and then as they gain confidence going out and doing

more and more. Community Arts is for people who want to create
together, to enjoy and be inspired by sharing with others,
learning new skills in secure environments, then being stretched

to achieve more and to develop and grow.

For people with disabilities the choices have been too few and

too inconsistent. "Not good enough" may not be the phrase wused
openly but I feel it is often thought by others, even parents -
but people themselves who consider people with disabilities '"not

10



good encugh” only reflect that phrase back onto themsalves,.

Community arts, the great leveller and inspirer can make everyone
"good enough”, give self esteem, allow achievement, give hope and

glve expression to feelings of Joy and pain that often cannot be
released in any other way.

We are here for two days to reflect on the undoubted wvalue of
arts and creative pursuits for people with dizabilitims. Keeping
my theme of inspiration uppermost I hope people have come to
problem share more than problem solve especially in view of our
busy crowded agenda.

We have some terrific speakers who I know will excite and inspire
you.

solutions in thiz field are never ready made but by sharing vour
ups and downz with others we can all feel that what we are trying
to achieve is worthwhile and that you are not doing it alone.

50, to begin finishing, Accessible Arts is about making thinga
happen, initially with support, networking and information but

ultimately the aim is to help you get out there and do it. our
support may be in a group trying to start; to people aiming to
galn access into thelr local community arts sceme; {t may be to

support artists who don't find it easy to work with a particular
group or perscon with a disability; It may be te put yveu im touch
with a group so you can do things together. OQur aim is to
resource you to help yvou find your best solutions - solutions
that work for you,.

Accessible Arts has been going for a while but now we are about
to really get golng. Already we have a committes with a wide
range of expertise In making it Thappen. You ecan use this
expertise to your advantage. To help vou in ¥Your job or quest to
have creative choices - your life. Hopefully (and here I must
ask everyone to cross their flngers) with sufficient funding to
provide for workers we can provide this support in a consistent,
profeszsional and ongoing way.

I alse feel I need to do some public thanking as we haven't had a
public arena before. First, to Network as we ware, after all,
their idea and even though we have been a while getting this far,
we are now alive and kicking. 5o thanksz to Judy Finlaszen and the
staff at WNetwork for hanging in there and to the committee,
Holman, Annie, Annette, Warren, Jacques, Jack, Dave and lots,
lots more who came to meetings, gave support and made it
worthwhile, And the last thank you iz to the CCDU of the

Australia Council who gave us a hard time, but believe in us and
helped us in 1989,

11
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Photographer , o B e
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£. Key Hote Address;

The Ordinary/Extracrdinary and Community
Arts VIVIEMHE BIMMS

(Visual Artist, Community Artist, Vice-President of the MNatiocnal
Aszssociation for the Visual Arts, Recipient of the Ros Bower Award
for contributfions to Community Arts in Australia.)

Mr. President, Mr. Tink and delegates.

It was an honour to be invited as keynote

speaker to the
conference "Create Abflity".

I looked at a fragment and after a while found I could see the

whole world in it. When ['d had more experience of the world, I
changed my understanding of the fragment.

[ looked at a world and found It was a fragment. When ['d had

more experience of the fragment I changed my understanding of the
world.

This address is about art. Expression through art

foarms. The
remembrance of exploration,

interpretation and transformation of
experience. A process described as creative which is coloured by

hope, fear, joy or anger, stimulated and spurred on by conflict,
desire and love. It i3 articulated through the manipulation of
materials, sounds, words, movements, knowledge and traditions.

(Quotation from "Alice's Adventures in Wonderland"; Chapter XII,

Alice's Evidence; From "Beginning at the beginning"” the King
said, wvery gravely =----= tg ===== fluttered down from the trees
upan her face™. This quotation cannot be reprinted here as (it

would contravene copyright laws. However, Vivienne's own words
gtand on their own as inspirational prossa.)

I =stand in my studio ready for work.
and sit next to a child. [ am talking about art to colleague or
an old lady, a farmer, a housewife, a man with one leg, a blind
woman, an adolescent, a potter in Blacktown, a painter of
landscapes, a musician, an abstract expressionist, a paraplegic,
a machanic, a dancer, a maker of home movies, a gardaner etc.;

I look at an art s=tudent

To atart at the beginning.
The firat thing to do [=s do.

Make a mark, any mark, anv way vou can. Push materials around.
Pull threads through other threads, make sounds, move, think a
thought, look, be and loose yourself. Listen, feel, try that.

Touch, stroke, what is the most simple thing I do well?
I mozt self assured? When are you most absorbed? When
conscious of what and how I do whatever [ do? When

unselfconsclous? When are you unaware of time passing?
I unconscious of what or who I am?

When am
am | not
are  you

When am

When have you forgotten the past?

When have conscious memories faded and my absorption inm the
present moment made me conscious only of what I do now? When haz

12



: ffarence In the
your desire fled; vour ambitions for change and di
futiure lais dnﬁn and left you free of their demands and

gxpactatlons?

Can  you think of those moments when no fear clouds any herizon
behind or g frontc? When you are doing nothing other than the
doing of the moment. I will practice these moments irrespantivﬁ
of  how simple they may be, how unimportant they may sesam. Yg
Will get used te how those moments feel for they are the gold,
they are {t, where it's at, the hub, the sacret, the simple Eac;-
Then when we've got a grasp on them; become full of wonder at the
benefitsg they hold, how good they make us feel, how easy [t L3 :a
de the Simple thing we do best. Then stretch - I reach out,
Atratch up.,

Fill your lungs and blow out the air with force.

Lets read, rtalk to pecple, listen, look at the world, look at
Images, Loak Particularly at the spaces surround the solid forms

= look at the edge - the blurred - the alr. Listen te the space
between the Sounds, listen to every noise, one by one, at any
moment , Look at the back of things. Feel them with any part of

us that feels: fingers, hands, cheek, tongue, =stomach, toes.
faste the food, feal what your feet feel.

What happens when I suspend judgement and experience everything
With the zapme degree of attention?

When are ye not relaxed? I think of that moment, often,
Femembering how it feals.

I like myself most - when?
What else ig happening when you most like others?

Make 3 mark, any mark, push materials around, move, make a sound.
Flay, zee what happens.

Slﬂp! WhEﬂ do I zay "Stﬂp" and HhE“ do aothers gay Hstﬂp.'? Those

boundaries and Llimitations which define a safe place - are we
happy te stay withip them?  Some want to cross over, burst
through and break out . Do I want peace or conflict, challenge,

love or indifference?

What do you wane? What de you aspire to? 1a it reasonable, 1s
it appropriate? cap You achieve it? If I answar thess quastions
0¥ MaY, do I also have a view on how others would answer them for
me

The firsgt Step - then a second. Do I need someone to talk it
over withs? Gan you share yvour ideas? In the face of opposzitien
Can You wmove SIﬂ.EWﬂ}'E or reach ocut and ask for hﬂlp? Can you
glve a helping hand?

Then the earth gives way, Over and over again this happens. I
am afraid, confused, uncertain, Insecure, insignificant, foolish,
ne good. I can hear the voices now - ought, should, no good,

13



WHake up!
Just part of the process.

Take one step at a time, run when ¥ou can run. Find someone
who's interested - see what others are doing!

Take an f{dea from a book, any book, pick up a notion from
telavision, moviea, radio, magazines, someone else, an art
exhibition, concert, dance, whatever. Taks the idea that ztrikes
and faacinates - do It yoursalf, freely, enjoy it, do {t. I say
te myself “"see what happens”.

Imitate, copy, do what fascinates You in others, other work,
Zounds or movementa. Do lt, enjoy battle with it, see what
happens, acknowledge the other.

Is it possible to suspend Judgement and still make choices?

Is it skill that's wanted? - then Practice.

Is it knowledge? Then read, listen, see, explore.

An idea hurts, a sight seers, a sound lars, a movement dastroys.

I try this - take it, strike it, speak it, fesl it, express it,
draw it, sing it, describe it, turn it into movement. Reinvent
it £fll it i3 even half Wway understandable. Can it be loved? and
freely left?

And 30 the process goes on and on, over and over.

What do we look for on days llke today? Strategles, technigues,
wisdom, philosophy, new understandings, new approaches,
reassurance, affirmation, inspiration, antertainment,
conflict, fascination, seduction, to share and exchange?

I speak now In this performance with the voice of a prophet;
"Beware of notions such as ‘excellence’, ' eommon sense’
‘dressing for success', ‘real art', they are often used to hide
meanings quite different to their dapparent one”.

S50, what has this been all about? An ldlosyncratic address using
quotations; at first from "Alice's Adventures In Wonderland” by
Lewis Carroll and then from my oWwn thoughts which are often
traces of other voices. Fragments of dssociations, cliches,
beliefs and inspiration messages are clustered together in an
dttempt to arrive indirectly, against a pastiche of images, at an
understanding of a process of making art.

It is this process that informed the work I do tndividually or
collaboratively, as well as when [ am taaching.

Inevitably because of the nature of my practice the bias is
towards the visual arts.

Soe to end at the end. And if its open, it seems to me an
appropriate form for the intreductory talk of the day.

I hope you feel there's been communion between us and that these
fragments are reflective of the concernz of thisz conference.

14



3. Opening Up the Arts;: JEFFREY 5T. JOHM.

MusiciansSocial
Educator

My first thought when asked to deliver a paper on this subject
was "What the hell iz arc?*

A friend and musical collaborator ones said “[¢ you can‘t sell
it, 1t lsn't art" and for a long time [ though that was the
ultimate definition until I realisad that art, in itself, is the
MO3IL contentiously subjective exercise humanity indulges {tself
in.

Art iz You,

YOU ARE ART.

The only problem with that statement gstems from Lthe
differentiation between simple self expression and true art. BUF
then, wheo among us is capable of anticipating histories
Perception of art?

Van Gogh was a manic depressive whose only recently appraciated
cHMotive depth resulted in physical mutilation ... think about
S4ying THAT with flowars ... and ¥Yet to Van GCogh this appears to
have been the ultimate artistie expression of love.

The question of the concrete egg atop Dalis' castle.

The sometimes enigmatic lyric poetry of Bob Dylan, Paul Simen,
Hei] Young and Jackson Brown.

And although I am not in the same publicly recognised space, the
metaphoric lyrie expressions of Jeffrey St. John. Possibly
fransitory art, but then only history will be the real Jjudge.

50 if only the future can decide what was important and only art
dealers can decide what is currently relevant them why am I

h?thﬁr;ng te deal with something as intangible as the definition
oL art

BECAUSE

8% We all wunderstand, the encouraged c¢hild does well, and
although there are exceptions to the rule, the disparaged child
will POssibly carry that with them through their entire life,.

And yet art, because it has its BASIS ln pure salf expression, ls
the simplest way of building =elf confidence from what ecan beagin
a3 4 skill-less basa. Does the name Grandma Moszes carry any
Weight in a group like this?

Let me return to the "skill-less base" term and try to clarify
that from my own perspective,

Due to a variety of reasons, some medical, some attitudinal, my

formal education ended before the end of what i3 known as Year 8
in high sehool. Although I exhibited an interest in poatry, I
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Wwas far from being an English major and vet driven by the simple
love of the language, my poetry has become for me a major source
of artistic expression. Some of It i= lyric poetry which to me
means metre ... and melodic potential.

And then there are the {mmediate experiences that must be notated

spontanecusly regardless of metre or rhyme, lest the personal
am3tional depth be loast. I warn vou now ... all of my poetry ia
personal.

If I may offer you an unpublished form of the latter, and a

publishéd form of the former, then we may start to share an
understanding of the faect that, regardlesa of histery's
perspective, these were the words [ needed to write down at the
Eime;

"S5he talks to me of art;
and as she talks the colours sparkle in her volce.
I have never met a woman before.

I have met children who find authority in age;
sha talks to me of art".

And now for some metaphoric lyricism;

"Flowing silver streams of dreams
flow from the mouths of the kings lt seams;
as easily as water flows from mountaintop to ocean.

Happy Sunday promises,
that we'll have as much as "The Thomases®™,
while suppressing voices that might stem their auto-motion.

The image makers primp and preen
to try and mould the king, 1t seems,
inte a guise we all appear to have long awaited.

Still the "HEW CENTURIONS®™ sllently wait;
As the new Caesars quietly debate."

The difference {3 obvious ... would vou like to hear more?

"The might that once was Rome i3 gone

with Egypt, as with Babylon.

The most that any one has left are stones in some formation.
DIVISION of the golden vealm

The KING still fightas to hold the helm.

But buildings are just stones upon the bones of many a dead
nation.

Sea that man who helds the floor,

was his hair styled like that bafore?

Apparently the ideas-men have spoken to him lately;
5till the "NEW CENTURIONS" asilently walt;

as the new Caesars quietly debate.
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The story-tellers weave a web,

of how the families shall be fed

that sign the declaration that will bring the king to reign.
But promises of fairness, seem to lack a real awareness

43 the sea-bird flles away ... to be never seen agaln;

Still standing in the shadow, with a voice that chills the marrow
of your bones,

Is a man ... whoe may someday rule your fate;

He's the “NEW CENTURION" whe a{leantly waits;

As the new caesars quietly debate

Still we must glve to Camsar that which (s,

truly Caesars’' and rightly his; )
But let no private army declide my brothers sarthly fate!

Regardless of prescribed construction technigues this, to me ,
describes in poetie form, the emotions | feel about the
contemporary circumstance that may last no longer than the
moment . |, .

Still I need to voica my comment.

In regard tg dcademic accreditation this is a skill-less base,
but 1 learned. IF encouraged any interest can bescome a sense of
dchievement; can develop a sense of adventure.

What is life if not a3 voyage of discovery?

Thare was probably an expactation that I would have chosen music
4% my specific in relation to this tepic but to simply reiterate,
any form of aelf expression, If encouraged, can bacome
4 motivational source from which can be developad a sense of self
achievement, that heightened sense of adventure, that Inspires us
te hone and perfect these sometimes unsuspacted talents to the
roint where the real challenge becomes the acquisition of greater
kill to enhance our self expression.

Through self e#xpression comes a greater sense of self and self
worth, Isn't that what we are all here for? To try and help
People realise their cun valus through their own abilities?

Be it music, Sculpture, poetry, acting, mime, painting,

Photography, the list, obviously, is much longer but the point =
simple; art has this potential ... ART CAN BE THE KEY!
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[ The Philosophy of Arts Access GCAY HAWEINS

{Lecturer, School of Lelisure, Tourism and Community Studies,
University of Tachnology, S5ydney).

For me ACCESS is the most Important objective of cultural policy.

Unfortunately it is usually the one you hear least about. The
rhetoric that dominates government and media discussions about
arts funding focusses on terms like 'excellence’, ‘national
prestiga*', ‘professional’' and ‘of international standard'. We

haar a lot about how the Sydney Dance Company wowed them in New
York, or about how Joan Sutherland is a national treasure.

Wow cthis is great and [ wouldn't want to begrudge any of these
artists or companies the recognition that they deserve. BHut this
sort of hype tends to distract our attention from szome of Cthe
more fundamental and less glamorous questions about arts funding
and how (it should be organised in a democracy. Thase ‘'ether'
questions are the cnes that I am interested in and that I think

are perhaps more important than how well Australian culture is
regarded overseas.

These questlons are:

* MWhat is the most equitable way to organised government support
for the arta?

* Which audiences are being served by current patterns of
subsidy and which are bheing ignored?

* What cultural forms are being supported by the state and which
are left to the market?

* On what basis should requests for subsidy be judged?

Lots of people dismiss these questions as "stirring', or answer
them with a fairly glib set of responses. We'va heard these
Justifications for the status quo: "Evervone (n Australla

benefits from subsidy to the opera, even if they don't go they
feel pride in their country from Joan Sutherland's achievements.'
or: ‘aesthetic criteria should be the only basis for giving out
subsidy, only excellent art deserves support.’ Or: ‘some art

forms are Jjust too preclious to be left to the market - money
Wwould taint their special qualities’.

How I don't think that these answers are good enough. Each can
be shot down in flames:

* 97% of the population never goes to the operas and within this
enormous group a very sizeable number would pever have heard of
Joan Sutherland - where are the national benefits here?

* To claim that art is too precious to be contaminated by monay

or markets is to ignore the very political fighting that goes on
around the allocaticon of subaidy. Money from the state iz asen

as somehow purer than money from the market. Apart from this,
lots of art is distributed through markets, look at the private
gallery system, art {investment, the clasaical music record
industry, corporate sponsorship. Art has never baen above the

market. The question is why do some arts get state support and
others don't?
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* If excellence is the maln criterion for subgsidy then how i1
the tarm dafined? Is it's meaning fixed and agreed upon or are
desthetic judgements above social forces? Does excellence really
eccupy such high moral ground?

If you look behind popular discussions about arts funding and
start asking some tough questions then its not hard to conclude
that 4 lot of subsidy currently operates as a form of
redistribution to the middle class; thelr leisure and cultural
Pleasures get underwritten by the state whilst other groups have
L0 go to the market for theirs.

Now the term ACCESS has been vary important {n introducing some
of thesga uncomfortable iszsues into debates about arts funding.
It has tended to rock the foundations on which subsidy to the
arts has so comfortably sat for too long. Access has politicised
arts funding. It has challenged the sanctity of excellence and
national benefits, It has proved to be a continual irritant In
cultural poliey.

_BUT WHAT DOES ACCESS MEAN?

1) Access entered cultural policy in the early 1970's with the
@lection of the Whitlam Labor government . Whitlam was committed
te extending access and participation in the arts. B, £
converzion of the Australian Council for the Arts into the
Australia Council he placed this new ocbjective for arts funding
aext Lo  the support of excellencs and promotion of a national
identity as major justificatlon of public support for the arts.
The crsation of the ;E;Egﬂl&lﬂiE}ﬂ program was the most visible

response to this new objective. earliest invocations of
dccess, Ehe term was used to imply the ‘culturally
disadvantaged’ . Access programs were organised aroun the

democratisation of culture, the definition of culture went
unchallenged., A1l that was needed was to spread its ‘'civilizing
benefits’ further and wider,

2) In the 1980's this rather patronising definitien of access
has been gradually replaced by one that emphasizes —cultural
difference _rather _than_ cultural- dizadvantage. In this
configuration aceess implies plural cultures and points to the
rale of arts funding in giving equal resources to the support and
development of these,

3) There s also a definition of access which emphasises

barriers people confront when they want to partlclpate In the

arts, these barriers—ean be economl ¢, physical or social.

I will explore each of these different mednings for access in
turn.

cceds and Cultural Disadvantage

The Community Arts Frogram was created to convert Whitlam's
pelicy for increasing access and participation in the arts finto
concrete strategies and projects In the earliaat documents of
the Community Arts Programs access was defined in terms of
cultural disadvantage. There were certain populations who did
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not know about the arts or go to them and they needed gpecial
assistance In order to discover tham. This was very much a
'blame the wvictim' approach te access. The problem of uneven
levels of participation in the arts was not bacause they were
irrelevant and alienating but because some people lacked the
proper education and skills to appreciate them. There were
groups who lacked culture and with lots of help and remediation
they could gain access te [ts wonderful benafitz; they could
adopt the cultural tastes and preferences of the middle class.

Early community arts or access programs reflected this

philosophy. They were geared at reaching out to and educating

the culturally disadvantaged. The sorts of programs funded wera:

* country tours;

* art in institutions for captive populations;

* art workshops for kids in order to capture their ‘natural’
creativity before it became destroved by televigion;

* art education programs in schools.

These programs were and still are very important because there
dre some profound geographical and Institutional barriers to arts
participation. Art does need to be de-institutionallised, taken
out of special places where spacial people enjoy special objects.
The metropolitan dominance of most arts provision also neads to
be confronted.

However, 1 do think there are some fundamental problems with
notions of access that emphasise cultural lack or disadvantage.
For a start, these definitions of access raraely question the
nature of art and culture. These categories remain unexamined,
dassuming consensus. Instead the focus is on how to diatribute
culture better. An opera in the park or Shakespeare in the

g2uburbs model of arts reform.

The second big problem with the idea of access and cultural

diszadvantage i3 that it tends to patronise. It presents those
Wwho are not interested in subsidised culture as without culture,

48 lacking, asz ignorant, rather than recognising that they may be
differently cultured. 5o this model Implicitly reinforces the
idea of high culture as the best culture and those who anjoy it
as superior. To talk about cultural disadvantage 1is to
Automatically affirm the other side of the equation, the
culturally advantaged.

The equation of access with cultural disadvantage is
contradictory. [t can lead to important new techniques for
distribution and outreach but it can alse be very conservative.
It can reaffirm the status of "high® culture as the best culture
and it can imply that all Australians should strive to adopt the
lelsure cholices of an elite, It also brands those uninterested
in this culture as inadequate.

Access and Cultyral Differences

Another way of interpreting access has been to focus on cultural
difference, on the variety of cultural identities and traditions
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which exist in Australia. This approach is far better. It
challenges the authority and dominance of ‘high® culture by
Pointing out that this is simply one of a multitude of different
cultures which constitute Australian culture. This approach
3tresses the realicty of plural cultures and cultural diversity
and it raises questions about how arts funding does or does not
support thesa various cultural traditions. Rather than
identifying cultural victims this definition of access seesks to
redress the imbalances in arts subsidy. It draws attention to
the Privileging of some cultural forms and traditfons and the
exclusion of others, Here access means the rights of different
cultural groups and traditions to public suppert.

Much of community arts practice is based on this model. Some
good examples are:

* The Art and Working Life program which recognises trade union
culture as-an important cultural tradition Justifying government
SUpPPort and resources if it is to flourish;

* Community theatras companies which recognise the need to create
theatre that 1is relavant, that reflects and Spgaes. £ Hle
constituencles that watch f(t;

* Poster projects that give people the skills and resources to
speak for themselves about issues that concern them.

In each of thase éxamples access means having resources for

cultural expression and Identity as a basic right. Much of
community artz 1is committed te producing cultural forms that
affirm. This means recognizing the great social, ethnic and
économic diversity that characterises Australia and fostering
cultural  traditions angd practices that speak to cultural

difference rather than deny it.

The Barriars Eo Access
In speaking te a conference focusing on creativity and disability

I am struck by the very bottom line of access d that 2
lmmense physical difficuliies That some people face when trying
_ TOMSUNe  or producETulture— Su, T cannot sCrege-

to either

g " 111 : cannot stress
enough that gn o e m Arriers to arts access is the
attitude within much of public culfure that the audience ia

talk,

all able to wall, rive etc.
_\_\_'_'_‘—-—\_._ —_—
Obviously lots of £3ain3 have been made {n thizs area. Thanks to
the immense battles People with disabilities have fought to claim
their basic right te have access to the public cultural resources
others take for grented. Guaranteeing physical access to all
groups should inform all subsidy to public culturea. While this
may be enshrined in state anti-discrimination legislation, arts
funding bodies could do a lat more in demanding that the cultural
organisations they support are exemplary in this area.

But physical access i3z only one of many for at
should be enshrined in cultura po s Az 1 have already
outlined thete =rs many differsnt interpretations for access.

someé of which leave the status quo in tact and simply seek to
distribute cultura bettar, Others of which imply a complete

21



demolition of the current assumptiens which underpin arts
support.

In terms of distributien, another barrier to access is the sheer
metropolitan dominance of much cultural provision; the glut of
subsidised services in and around the capital citles and the
Scarcity in the suburba and country. Touring (= one remedy,
specifically forcing stata companies to embrace questions of
Wider distribution of their cultural forms. Thiz does not just
mean hitting the road. There are lots of innovative methods for
taking the artas further and wider. The mass media is the most
obvious, but for a long time this has been resisted because of
the negative association of mass with mediccre, The touring and
access policy of the Australia Council is another step in the
right direction because it iz based on giving control over what
to tour to rural areas. Decisions come from the audience not
from some city slicker deciding what their Poor country cousins
néed in terms of culture.

A her barrier to access that is uft&n,mgﬂglﬂnﬂd_iﬂ—nnnnym. The
a?ﬁﬁ;EET'LTE_‘rHEf_punpLe don't go to high culture because they
cannct afford the ticket prices. I think that this claim is
Wildly exaggerated. Research shows that the major barriers to
participation are usually cultural not economic. People don't go
L0 the opera or art gallery because they don't fasl comfortable
there. Because they feel that these places are not meant for
them. Because they don't enjoy what happens there, there ars few
references to their lives or concerns.

What this highlights [s that cultural consumption, wheather [t is
going to art gallery openings, or country and westarn bands or a

movie, i3 an important process in social differentiation. The
ldea of universal access, of averybody liking and doing the zame
things, i3 an illusion. Cultural consumption i3 one of the ways

in which differences in gender, class, ethnicity and age are
expressed. The general public does not exist, audiences are both
active and wvarious. Ultimately, this makes access a
contradictory demand. Mo cultural form will ever recruit equally
from all section of the population. Cultural forms will continue
to function as markers of social difference.

I think that there are four meanings for access that should form

cultural policy. These are:

1} physical daccess,

2} geographic and regional access,

3) access for different groups tc cultural expression and the
Iesources to maintain an develop their own cultural
traditions,

4) access to a public culture that is pluralistic not elitist.

These 1issuea ghould not be quarantined within community arcts.
Community arts programs should not be the only place within arts
funding institutions where a commitment to equity an access

exists. These are issues that should underpin all subsidy to
culture.
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BARBARA McEVOY
TANNIA VASSALLOD

TANNIA; (Experiencas [n Art O ass and with Art Teachers)

If you have too many people with disabilities in one class then
there i3 too much fussing round, too much time iz spent setting
up. Independence in class depends on tha table height, the
teacher has to help set up which causes a few problems.

Able-bodied students can't be expectad to stop their own work to
help me,. Not having the ideal situation In class [s not such a
bad thing - you an learn then take your thoughts home and do it
Properly thers.

A community aide woman ensured my independence by working as my
hands. Simple adaptations Like bricks under the table legs can
help with height problems.

The teacher in one course, 48 an artist, was used to drawing in
large spaces and Waz conatantly encouraging me to do larger
drawings. It wasn't til} second term that she seemed to realise

that I could enly work in small areas. [If the teacher shows
techniquea then the student can come up with adaptations that
Sult her - a jaint development, both have to find a way to
Achieve results. Teachers don't want to teach in thelir normal way
because thay think that the person with the disability (s doing

the best that thay can! We want to be treated the same as
evaryone alase .

Society's attitudes have got to change - parents still seem to be

freaked gqut by disabilities but the children are more open and
questioning,

BARBARA:; (Attitudes of the comm nity to inte ion
It i3 hard for our 4ge group because with rehab. finished we are
the guinea pigs far integration into community groups. Because

You lock diffarent ¥ou are treated differently.

At  the Tramshed, pecple speak directly to me but at Bathurst
there were problems becayse pecple kept on speaking to my
“Claytons" hands ingstead of me. Doing ¢il painting, it was an
older group whe Seemed to have more problems. Tha youngest
mamber of the Eroup was a lot more frisndly. The other woman I
Went with was more Physically able and didn't seem ta have Lhe
same problems - z1sp doing water colour she had a younger class.

The teacher had Problems because she tried to adapt to me rather
than the other wWay around.

Suggeatlgns;
For the community; Don't ask a perscn with a disability what's
Wwrong wWith them; Here you born in a wheelchair? Ho, my mother's

not that big!

For teachers, treat us as potential artists and don't try to do
our thinking for us.

For people with dlsabllities; don't have a rehab. attitude to art
classes, get in and have a go!
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B, Models for Changing Community Attitudes to Integration
JAN SPENCER.

Art Co-operative course - TAFE Outreach, AQa.

After concluding my contract as an Accessible Arts artist I was
able to follow up an enthusiastic response to an Accessible Arts

Inspiration Day at Prince Henry Hoapltal. This day Involved
inviting ex gquadraplegic patients, accessible arts artists, in-
patients and AQA members. Music, art and gardening ideas were

presented not only for recreational use but as skills development
for enhancing career opportunities.

Armed with the expressed view of AQA members for thes desire to
further their art skills and with some experlencae {in TAFE I
dpproached a supportive Mary Macken from Randwick TAFE Outreach.
The course could only be funded if its aim was the enhancement of
career development. Mary was indeed against leisure art courses
but was enthusiastic with my submission and the determination of

the AQA members after our first meeting with the group to
Organise the course.

20, with TAFE Outreach funding, the course was inaugurated. AQA

Waz ] provide the facilities and wvolunteer azzistance,
Equipment, personal tools and paints were funded by the group -
Some with asaistance from Darlinghurst and Ashfield rehabs. As

Wwith all students I feel it important that they provide their own
tools and a committment to homework and outside study.
Unfortunately no co-ordinator funds were provided - OK for me for
the first time but definitely not a recurring aim. I committed
mysalf to attendence throughout to assist the three other
teachers and to co-ordinate the course.

For me it was imperitive to have exposure from a variety of
teachers to satisfy the alm of the course.

50 to the course .....

The aim was to set up a group or co-operative for the continued
art skills progression and to sell art works. Of course the aim
was also to provide sufficient training of appropriate art and
presentation skills, a resource file and contacts for exiating
courses for further development of particular art areas.

[t certainly helped having exhibiting artists as teachers and one
of the students ¢ pottery businessman prier to his spinal injury.
However, as always, there were hurdlesz in convincing AQA and some

students that the course be taken seriously and not merely as
time occupying.

The teachers included: Jan Spencer, Jo Williams, Simaon Hanly,
Hina Angelo and a huge thanks to Annie Harvey, Accessible Arts
trainee wheo ended up more a teacher than a student and also a
helper due to the lack of volunteers.
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The content covered:
i Establishing a co-operative surveving Information
Sydney [tec, Artslaw, tax issuss and sat up costs.

from

from

Z. Screenprinting with print goco, assistance was sought X

TAD, however all adaptations are personal and therefore
Personal cost committment - so often we struggled and learned and
fortunately laughed our way through, surviving mostly on lateral
thought for successful adaptations. Unfortunately the volunteer
Programme to be provided by AQA did not surface. Hopefully the
achievements by the end of the course enabled AQA to see the
Worth and thus the need for committed assistance.

3. Black and white photegraphy - maybe best summed up by David
Bafley's comment: "In particular I have been able to wuse the
skills obtained to be able to take photographs knowing they will
be properly in focus and corrsct in every possible way' . and
dnother statement pertaining to the whole course ... ‘trainees at
AQA are now putting some of the skills gained from the course to
good use by providing a video of AQA's facilities for use in a
public awareness package.' Jo Williams, photography teacher,
found a lot more research was required for the best types of
cameras and adaptations but we were all amazed with the aesthetic
and technical shots produced by students from a part time course
(4 hours a week aver 20 weekz) using a space that had to be set
up each week.

4. ~Drawing, colour and design - this introduced the practical
part of the course and also the expectation of committment and
cutside research. It was the hardest part because often students
drowsed and lost attention. This was the first course I ran tChat
I noticed such a profound change from the beginning to the end in
attention and enthusiasm. ['m sure the variety of teachera and
the intelligence to trim the skills covered (e.g. 'see painting)
contributed to the heartening change from about halfway through
the course. The lack of volunteers rallied all individual
resources, so that in the snd learning was galned as much by
watching fellow students as by doing ... and the realisation that
‘doing” i3 only a part of the process any way e.g. In
screenprinting at the end of the course in preparation for
exhibition work, one student was excellent in touching up, 2

students were printing, and others were painting terracotta pots
while walting to print.

3 - Painting - the tour de force in production of finished
Artworks. Simon Hanly, teacher, came with masses of flowers and
an  embarkation into watercolours which became the focus because
of the enormous response. Simon descided to give just a little
info on other painting technliques in order to capitalise on the
water colour interest. It certalnly worked.

6. Computer graphies - proved difficult in that a concurrent
computer course had just started whers students were learning
computer skills and not quite ready for putting time into
graphics skills, Here we were able to make students aware that
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skills progression was essential. A TAFE visit was organised
with great help from Randwick graphica and Ian Proverst.
Particular interest was in computer graphles, photography and
illustration courses available and te utilize TAFE dizabilities
staff. One student has continued studies in drawing because of
her particular skill in illustration. Others have developed

computer skills, business skills and other ventures such as
hydroponics,

7. Use of techniques in finished products - Gary Fearon, student
and potter produced scme fantastic pots, the water colour
Paintings were complete and wonderfully framed by Cam Crofts, and
the skills learned used in pot decoration, gcreanprinting for
advertising and t-shirts.

8. Exhibition. Although the aim of developing a co-operative
failed in the sense of a structured business group - mafnly due
te lack of money, but also due to the newness of the skills in
art and business and other committments that individuals had, the
Productin of 2 exhibitions did go ahead and bared all souls. The
first was of the water colour paintings at Sevmour Centra.
Beatrice Brickhill was so impressed with the works that the
exhibition filled all requirements of standards that Beatrice was
developing. A sad scenarioc was that the AQA buz bringing the
group to the exhibition got waylaid so many did not zee it. The
second was at Bondi Pavilion - totally organised and set wup by
the group, over 2 days of a weekend and attracted sales of
pottery, t-shirts, paintings and drawings.

At the course conclusion a fully comprehensive file was left with
the group for further resocurcing and as a record of all the info
from the the course.

50 where did we all get to? I know the course touched and
changed TAFE, TAFE Outreach, AQA, Accessible Arts, Bondl
Pavilllion, sEymnurg Centre, Students;, Teachersz and viewers,

and it gave the opportunity to develop some art skills far
not only leisure or time occupation, alse the awareness of
existing resources and how to access them norse appropriataly.

--- and the determination that the next course will be more
dccessible, better equipped and organised, but for the cutcome of
group tenacity and enthusiazm to be the szame.

Thanks to Tannia, David, Russell, Fijl Frank, Cerry, Wayne,

Greg, Warwick, Maria, nnnia, Jo, Simnn, Nina, TEFE Outreach, AQA,
Cam Crofts and Accessible Arts.
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NETWBRE .

Community HActivities

66 Albion Street
Surry Hills NSW 2010

7o 1989
Telephone: (02) 212 Iy November |7,

LOCATING COMMUNITY ARTS ACTIVITIES AND SETTING UP AN ARTS ACTIVITY
GROUP IN A COMMUNITY CENTRE

BY JUDY FinL ASON

Locating suitable venues for arts activities is always a problem, particularly when it
15 essential to have wheelchair access and proximity to transport,

The Group or Individual interested in arts activities would need to knows:

what type of Stlivity they intend or would like to run

oW many people would possibly be invalved

- umes of operation

- what facilities woyja be required - space, sinks, tables, ete

-
-

Communiry centres are usually run by :

=& 230A or 527 committee of Local Council (this group may only take responsibility
tor the hiring of the premises or may be actually involved in orgamsing and running
the program at the centre, Many new areas have such a centre).

@ Management committes of local residents independent of council or other Eroups.
Sometimes these Braups are part of neighbourhood centres whose focus 15 welfare
and information with "OMe  community activities.  Others may be primarily
Fommunity activities invelving arts, adult education and children's programs.

The method of operation and range of acrivities varies enormously, and wsually
reflects the loeg) LOmmunity's interests and nesds,

Linkng up with 4 community centre can have many advantages including:

- sharing skills and CAperuse with staff, tutors and volunteers of the centre

- t:n:rm;; part of anp Drganisation and possibly sharing resources, publicity, etc.

- having access ©f 3 range of activities that wou.d be available for peaple 10 become
involved in

= the centre may haye ACCess or contact with COMmLunity transport facilities

In using COMmmunIty centres jt would be important 1o decide whether the arts activity
wionild bhe:

- run by an mdependent yser group

- the responsibility by a sub-committee which came under the umbrella of the
Mansgement comrmttoae

- anantegral part of the rtoral management Structure
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This would depend on each group. Points to be considered include:

- legal status of group/employment of staff ete.

- Insurance

= ability of group to operate independently

ability of community centre to involve itself in additional activities (most centres
are already overstretched and either non funded or under funded).

what contribution could group make to overall running of cenire (this may be
vountary help etc.)

what would be the responsibilities of group

how will arts activity be financed

The centre may be able to help with submission writing and sources of funding.

If a community centre lacks access i1 may be possible  to suggest possible
modifications/sources of funding or support for alterations. The centre may not have
previously had demand for special access.

Shﬂri“E of resources and facilities can usially be extremelv cost effective, It does
require prior planning and negotiations. It is important to clearly understand what
are the roles and responsibilities of all concerned.

Network is happy to put people in touch with community centres in city and country
areas.
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B. Besources for Commupfity Arts Activities MARLA CUPPY

{Community Artist, President of the H5W Community Arts
Azsociation)

Resourcing Ourselves

Great community arts projects don't happen by spontanecus
combustion. They occur because a group of people havea been able
to locate the skills, equipment, technical and creative expertisze
and =style of organisation that can turn an inspired vislon Into
reality. Resources are designed to put people in contact wWith
whatever they need to make their project a success. Although
many resources are practical some of the most important resources
Iin the arts are inspirational, Thaze are the photographs,
videoa, writing and, of course, people who make us believe that

exXtraordinary things are possible. That ordinary people,
whatever their limitationa, are capable of making beautiful and
powerful creative statements. Good resgurces are 4 tool for

unlocking the creative potential in us all.

1. TIdentify which Resources vou need
Your first step Is to be clear about what it 1s you need
resources for. Often groups need help with one or more of the
following areas;

* Developing ldeas or Choosing a Project

* Funding Options

* Projact Management

#* Employing an Artist

# Documentation and Evaluation.

Discuss your cultural needs with Your group.

Your next step is to be clear about the kind of rescurce most

appropriate to your group. A video won't be useful to blind
participants but audio tapes would be great. Your group might
like to talk things through In which case your besat resource
would Ba an art resource wWorker. Largar organisations can
sometimes adapt an existing resource Lo Your needs. Make
enquiries!

2. Usze Key Organisations and People
[f you are not sure exactly what you need, or If you don't know

how to get it, contact one of the large arts resource
organisations such as the HN3W Community Arta  Association,
Accessible Arts and the Community Activities MHNHetwork. Thesze
groups have extensive experience that i3 based on a knowledge of
many projects and organisationsz across the 3tate. They will be
able to evaluate your neads and put you in touch with the
appropriate people and resources. This will save you time

and
energy that would be better spent enjoying your projact.
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Workshop particlipants Clara Murphy singing with "Jah-Eevin

% 1 - Allan Harrison

Tori de Mestre - Melbourne Arts Access Photographe:
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8. Rescurces for Community Arts Activities MARLA GUPPY

{Community Artist, President of tha N3W Community Arts
Azsociation)

RBegsourcing Ourselves

Great community arts projects don't happen by spontanecus
combuation. They occur because a group of people have heen able
te locate the skills, esgulpment, technical and creative expertize
and style of organisation that can turn an inspired vision Into
reality. Resources are designed to put pecople In contact with
whatevar they need to make their project a success. Although
many resources are practical some of the mest important resources
fin the arts are inspirational. Thase ars the photographs,
videcs, writing and, of course, pecple who make us believe that
extraordinary things are possible. That ordinary people,
whatever their limitations, are capable of making beauti{ful and
powerful creatlve statements. Good resources are a teool for
unlocking the creative potential in us all.

tify whlch Resources you need
Your first step i3 te be clear about what it 1s you nead
regources for. Often groups need help with one or more of the
following areas;

* Developing Ideas or Choosing a Project

Funding Options
Project Management
Employing an Artist
Documentation and Evaluation.

% ¥ W ®

Discuaz yvour cultural needs with your group.

Your next step is to be clear about the kind of resource most
appropriakte to your group. A wideo won't be useful to blind
participants but audio tapes would be great. Your group might
like to talk things through In which case your best resource
would be an art resource Worker. Larger organisations can

sometimes adapt an existing resource Lo your needs. Make
enquiries!

2. Use Key Organisations and People

If vou are not sure exactly what you need, or if vou don't know
how te get it, contact one of the large arts resource
organisations such asz the H5W Community Arts Association,
Accezssible Arts and the Community Activities MHetwork. These
groups have extensive experience that is based on a knowledge of
many projects and organisations acroass the 3tate. They will be
able to evaluate your needs and put you in touch with the
appropriate people and rescurces. This will szave you time and
energy that would be better spent enjoying your project.
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3. Identify resources in your own community
entify resource - facilities available

Too often peoples overlook the skills and
locally, Before you begin your project contact the following
organisations to check what rescurces they offer;
Local Council (Community Arts Officer, Community Services)
Libraries
Community Centres
Health and Resource Centres

Area Assistance Schemes
Existing Cultural Facllities and Workshops.

Make use of your local Community Director.

Use the yellow pages to ldentify local suppliers and outlets _f&r
equipment and art materials. Tske tLime ‘Lo sxuplain your: project
and how you intend to publicise it. Small businesses are often
Nappy te sponsor projects if you agree to acknowledge Lhem iu
your publicity material.

Be aware of the zkills available in vour community. Many peoples
don't have the spportunity to use their skills in a creative way.
Others may appreciate the chance to work with others as part of a
Creative team. A skills reglster i3 a great resource and will
4=8ist you to find workshop leaders in everything from applique
to welding, quickly and easily. Why not put an ad {n your ;ﬂcal
geuspapur encouraging residents to putltheir names (and skills)
oWn .

Another advantage in establishing a skills register is that it
gives your group the opportunity to look objectively at the kinds
of cultural statements already being made in your area. Existing
cultural statements are an important rescurce in that they tell
YOU about the art forms, styles and venues that your community is
dlready comfortable with. Many successful projects have taken an
existing activity, such as graffiti or cake decorating or
anhrnldery, a3 a point of departure, Interpreting it in new and
lnnﬂvﬂtiﬂﬂ ways.

L——i’-‘_’iu_l‘_c_____ d Sources
%ﬂ‘munlty :3 from Unexpecte .

rts n‘t just concentrate on ‘making )

hﬂ? alan dﬂq&fzzjezzaazzrenesﬂ aof the somat { meas :ﬂmpllﬂitﬂd
Interrelatiunuh[pa of community life. This dimension of the
Project can gperen be much more demanding for artists and
Crganizsers than problems of ‘paint and paper'. Fortunately there
AT® Wany regoyurces availabl: at the moment that assist us to
?hﬂrP'“ UP our ‘people skills'. Thisz doesn't mean that we become

therapists: o, Start to hehave llke we are on day release from
American Pﬂ?thﬂlugy. It simply means that we take advantage of
fdeas, techniques and skills that mike for batter management,

more active involvement by participants and more harmonious and
Product jve teamwork.

Organisations such as the NSW Council of Social Services, the

Conflict Resolution Network, Evening Colleges and, of course,
local librarims and bookshops should have courses and rescurces
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in the following; Conflict Resolution, Managing a Worker,
Succesgful Committeas, Communicating Better, Teamwork
Assertiveness and much more. Use them! r

The same philosophy can be applied to the practical and technical
dspects of community art projects It won't diminish ths creative

dimension of your project if vou value technical expertise. It
will enhance it. Talk to suppliers about any difficulties vyou
may be having with your products or equipment. Ask 1f they can
send a representative out to assist you. Make time to talk to
other artists and participants about thelr projects. Find out

what rescurces worked well for them.

Den't overlook the assistance that small businesses and
Ltradespeople can provide with specific problems. Retired
tradespecple are often eager to work with community groups and
dre adept at sclving particular problems with access and
equipment. If you are planning well ahead you might organise
Wwith your local TAFE to Incorporate the needs of your group Into
their coursework. Could the engineering or welding department
work with you to design accessible fabric printing equipment?
Being able to negotiate new working relationships and creative
solutions iz an important part of resourcing ourselves,

5. Developing yvour own Resources

Many organisations have the capacity to develop ‘no frills®
resources that are inexpensive and have particular relevance to
their situation. Resource development can be an excitling project
in itself, It can focus and develop an understanding of issues.
It can also be very empowering for users to know that resourcas
have been made by people who share similar experiences to
themselves.

‘Ho frills' resources could include;
Pamphlets with . a Zappy heading
. exclting project examples
gquotes from participants
tips on how to get started
contact numbers.

Displays with . catchy headings
. lota of photos
. easy to read captions
valcro tabs on the back.

Audio Tapes with . Music/sounds of busy workshops
+ Interview with participantzssartists
Voice over describing any other azpects not
covared.

Videos with . good close-ups of the 'action' or rehearsals

. Interviews with participants/artiasts
. recording of performance etc.
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The photos, video, tapes and written records that document Your
Project are an invaluable resource and it (s worth ensuring that
they are the best quality possibla.

Plan beforehand what kind of documentation is appropriate far
your project. Make sure you have the right equipment and that
the person using it is comfortable with (t.

Explain to everyone involved why you are documenting and what the
materfal will be used for.

Rezpect the right of people to decline to be photographad.
Suggest alternatives such as ‘over the shoulder' shotz or cloge-
upa of the actual work being done.

REMEMBER - BE SPECIFIC. Record who was I(nvolved and what they
did.

If you are taking photes, get in close and use a flash. If you
dre recording ask specific gquastions about the project, the work
being done and the participant's reaction. If your budget s

very limited keep a scrapbook with snapshots, quotes, dravings,
snips of fabric, diary entries, to document vour project.
Remember to take a good ‘celebration shot' of averybody at the
finish of the project!

Resourcing ourselves is not just a matter of finding the right

Pamphlet or viden. It i3 a skill that enables uz to acquire the
knowledge we need to live our lives in the most creative way
Poszible. Above all it iz an active skill requiring that we he

Inventive, qQuestioning, curicus, and demanding. It is a process
af fegotiation that |s stimulated by changing circumstances.
Rtsnurcing ourselves is a fundamental step towards becoming morae
culturally self-sufficient.
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9. Iraining the Community Artist to werk with Pecple with
Disabilities. ANNIE HARVEY.

My introduction te working with people with disabilities was as a
CEF trainee community artist at Hetwork, The community arts
Project that they were running at the time was Accessible Arts
and the artists were Nina Angelo and Jan Spancer. I have alszo
trained and worked as a clown, performing at Darling Harbour,

Paddy's Market, local and country festivals and children's
birthday parties.

Working with Nina and Jan was a very inspiring intreduction ta
community arts. The main thing that struck me was how natural
they were in their communication with people and how adaptable
they were when it came to sharing their skills. -

For me working with the Accessible Arts project was a fairly
confronting and wonderful experience. The people we were working
Wwith weren't confronting but a lot of my social nerms and learned
behaviour were challenged and alsc my own feelings about peaple‘'s
differences and vulnerabilities. When you are confronted with
someone who's life experlences are very dlifferent from your own
and who, through necessity, has to view things with different
briorities, then thea whole concept of communication takes on
ancther meaning. By that I don't mean you have to learn another

Way of commupnicating but that communication itself becomes
important .

Listening to Vivienne Binns and Jeff St. John yesterday speaking
about creativity and the expression of tha individual'=a
Creativity, all I could think of was "Yeah, this {s what it is
all about™. We all know that as community artists our job iz to
help others to realize their own creative potential. The
Question i3, how?

I'm one of the contact people for Accessible Arts and I seem to
B2t all the 'arty' questions. The co-ordinator of the Australian
Azsociation of Dance Education rang me to ask, amongst other
things, where her teachers could go to get training to woark with
people with disabilities. I said the same thing to her as [ say

—today - You do not need formal or informal training te wuse your
art skills to work with people with disabilities. You do need to
draw on your qualities as an artist and teacher (as you do for
any group) to be adaptable, giving, and open te learn from your
group. If you give them the space they will be the first ones o
let you know their needs.

I have a sad story with a happy ending that a friend aof mnine
wants me to tell you.

A little 7 year old girl with downs syndrome who had grown up
with her family in America; three brothers and sisters sq a2he was
fairly used to being included in things. The family moved bhack
te Sydney and her mum took her along to be enrolled at the local
gym class for 5 year olds. Her mum realised her abilities and
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knew that the class would probably be suitable. S0 here she was
dreased and ready to go to class... the teacher opened the door,
took one leek at her and closed the door again. Her mum
eventually managed to fight her daughter's way into the class and
she’s having a good time and making frlends, The Cteacher was
treaked by anything out of her exparience but when she opened the
door agaln then she ecould begin to learn.

Tannia Vassalle and Barbara McEvoy in their talk yssterday
brought up good polnts about not trying as a teachsr ‘ﬂ.g;ﬁg"li
cnoqhsuers for your students. Most people with disabilities
know their own abilities and how fo 3 apt accordingly. That's
not -~ to Say don't b& thimking but Ehat It 157 JoInt development
and learning axperiencs, -

There are all sorts of different levels that artists could be

working with people with disabilities, the main cnes I see are:

= running art classes for people with disabilicies,

- integrating people with disabilities inte existing art classes,

- Integrating people with disabilities into large scale
collaborative community arts events.

In running drama classes for people with disabilities my starting
point is always the same Warm-up exerciszes [ would use with any
Broup. ~ Any adaptations I make are dependent on the individual
needs of the participants and the end results that they want from
the time they spend with me

When integrating people with disgbilities into existing art
classes there are two %ﬂvels of acceptance thEE_HEEE—f§:£§‘55¥Ed;
acﬁﬁgiiﬁEE“‘Ef“Eﬁﬁhﬁa?sﬁﬁ—ﬁ?‘tﬁﬁ‘teanhar and acceptance by the
class. " The rrest—t—thave = ready discussed the &Second is
cert¥inly helped by the artist's acceptance, but it is also
dependent gn trusting both the person with the disability and the
general community te work it out.

My experience tells me that generally there is not a problem. I
directed a youth theatre prodiction in which two youths with
disabilities were Integrated. There waz the normal group eyeing
each other off to start with but by the end of the time the group
were all abusing each other in the normal, comfortable way and
the play was a great success,

The most exciting project that I have been invelved in was the
"Homage to the Elements’ ln Tarrigal. This was a large scale
collaborative community arts event. My role was to integrate
three young pecple with disabilities into the lead-up and overall
performancea, The artists on that project were great, and met
with each of my people to work out which was the area that they

wished to perform in. Each of them had te lack at

abilities and work out what was appropriate. At the age [ was
B C—tould be difficult because their image of

thamselves had to be realiatie. The artiszsts ware working on a

tight time scale and couldn't schedule separate rehearszal times
s0 It was great that they had to rehearse with the rest of the
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community. It was wonderful to watch them #ach grow and develop
more confidence, One girl in partteular found that «cthe group
things didn't fulfil her needs so she chorecgraphed her own piece
and performed it in the body of the overall celebratlen.

On whatever level you work as a community artist - open the doors

and give Vyouraself the CPportunity to grow and learn by _helping
HH&WEEWHTMHE;, The artist
T —the vortom 1Tne - Wwithout you ancg?;TET—jEEF, g0 look at
P_Er%}l;‘s abllity rather than their disability and open _up to
ang

P Plch source of creativity within ¥Your projects and
cTaEgeeT

——

—
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"CREATE ABILITY" CONFERENCE - 18TH NOVEMBER, 1989

GISMOS, GRDGETS AND RAMPS - Technical Aid to the Disabled

Bill Watson - TAD volunteer

Disability acquired through an accident, disease or at birth has
many implications. It can severely restrict the 1life and
emotional development of a person who suffers the disability. 1t
m1y¢ become an imposition of that person's family and friends.

And it may place heavy social and economie burdens on the entire
community.,

Technical Aid to the Disabled has sne major objective - to
improve this situation.

To achieve that objective, TAD focuses an two specific
operations. The first is to use the skills and energy of
technical wvolunteers to design, construct and install aids and
devices for people with disabilities where such devices are not
readily available commercially. The second is to provide
specialised technical advice and infermation to people with
disabilities and to those concerned with their welfare,

In short, TAD exists to apply innovative technology so that the
lives of people with disabilities can be noticeably enriched.

TAD has made a number of devices to assist people  with
disabilities pursue arts and crafts. These range from simple
height-adjustable arm support to enable 3 painter with Multiple
Sclerosis to pursue her work to a complex electric easel, The
electrically operated easel was fer a boy with severe Cerebral

Palsy and also had a magnetically coupled docking platform which
allows him to easily change his paint brushes.

Advice is also part of TAD's work and we are often called upon to
give advice on ramps which provide the wital physical access for
wheelchairs at art classes and studios. FPeople are always amazed

how much space is needed to build an adequate ramp for wheelchair
access.

Tan's clients pay only for the cost of materials used in the
Project. Self referrals are accepted.

Our volunteers are happy to help anvone where a technical
selution can help them achieve a goal,
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1X; Transport - A Mowving Issue? TIM SUSsMan

When | was first asked to talk at this conference | was concerned thal despite the
calchy  topic it could be rather dull for people not wvitally concemed with the trangport

of the pecple. Then | realised that culture and individual creativity does not grow jn g

Wacuum., You need other people for & cullure to exisf, And for people tu_express fheir
culture effectively you need to be able to bring people together: performers with oneanother,

audiences to cultural events and, olher more solitary crealors, such as writers., to contact! |

with publishers and the support of others. r ,
This is where transport comes in at this "Create Abllity" conference. Without transport
'o get people together often in a more creative envircnment than might otherwise be experienced

falents: can lle fallow or even become extinguished through lack of a place fo exercise
them,

| propose to make a brief survey of some of the issues In the public transport domain,

SO concerns with the access of people with disabilities to the public transport Sysiem
and Inen look al some of the practical ways 1o overcome the lack of access to activities
In the creative arts thrown up by an inaccessible public transport system.

Public Issuss,

AS @ preface | would like to express my beliet that as owr wban development becomes
dominated by urban sprawl, transport difficulties associated with the transportation of
the people will come to play a much larger role in the political agenda at some fime
In the next five years than before. The general aging of the population will increase the
pressure to keep public transport on this agenda.

While & lot has been said or promised by governments since the International Year
of Disabled People, very little has been achieved to make public transport more accessible
'o Australians as a whole. For instance, you can count the number of wheelchalr actessible
Slalions in the Syaney system on the fingers of one hand out of about 100 stations,
Many people who can negotiate flights of stairs onto  stations, especially in the oider
WO Oroup,  find the gap between the train and the platform quite insurmountable. And in
™Y experience the taxi industry has proved generally  inadequate to the ltask of carrying
some people with disabilities from thelr homes into the bulldings which are their destinations
on time. They donot see It as their job.

Public transport is concentrated on providing Ihe most effective and cost efficient
service to able bodied commuters for 1he high volume joumey to work. From the economic
Perspective of the operators of the system, other costs, such as those which would be
Incurred to make busses more accassible to people with limited mobility, would constitute
an umwanted waste of scarce resources. Indeed, Ihe present corporate plan for the \SW
State Transit  Authority looks  at reducing the operating |osses on the governmen! BDusses
0 nil over flve years. This will not be achieved by concentrating funds on the development
of public transport for those who cannot use It now.

Before we  throw Up our hands in despair | would like to point out that this does
not have to be the way of the fulure. People In the United States with disabilities have
A right to gain access to public facllities at lhe management's expense if they are nol
accessible. Some European and Scandinavian  counfries have a more accessible transport

syslem than exists here. In England, whole new citles have been designed with accessability
as the major criterion,

AS | see it a mmber of factors influence the accessability of public transport for
people who cannot use it now. They are :

LPolitical Will, Becagse it is just seen as a drain on the public purse for A set

of oulcomes with a  diffuse potitical Imoact, it Is easier o ocul services than save

them. Those who provide the advice must also take thelr share of the bfame, o

—

the past the bureacracy has been at best moribund snd at worst resistant to Influence .

from the comeminity,

2.40 historical spproach te servics operation which concerns its self wilh the needs
of the system not the people it serves. The vested interest of private industry suppliers,
transport unions and  official  administrators serves o keep the Influence af the public
to a minor irritant.

SAn historical and continuing process  of underdesign and underplanning  which  does
not reference the actual needs for ranport only those expressed by system use,

4.A reluctance to contemplate or envisage the development of new services or improvements
o serve more people nol  otherwise being served, The marketing and developmeni
of the system and its services to new peographical areas or o new population groups
llke peole with disabilities and so an 5 woelul. For instance, & couple of years
M0 a brochure was produced for the community transport program which implied disabled
pecple were being offered somescrt of welfare service,

av
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Practical Chaices,

S0, while we are waiting for owr political and administrative masters 1o get heir
acts together lets look at how we are going to get people to where thaw need to be o
Experience creabeability,

First, if wou want to make things accessible Ffor people with disabilities you  have
to be serious about funding for their transport, especially if i1 reguires regular atiendance,
Community transport ar assisted taxi fares may exist, but bolh ihese services still reguire
morey te run, IF it is not coming out of the coffers of the organisation running the activity
it must come from the pockets of the person with the disability or their family., Most disabled
pecple do not have lots of money as they ususally have to survive on a pension. Regular
reum trips by assisted fare taxi can make a real hole In a fortnightly pension. | suggest
e following tormular be used for calculating realistic transport costs. Allow  aboul  one
dollar per kilometre per average inward trip distance per person per altendance per ek
of the activity. Discover if you can get the use of community transport or sharing taxis
o whatever on a reguiar basis and adjust costs accordingly. And finally, when you have
recieved the funding, advertise that ftransport will be supplied or costs refunded and in
what proportion,

For organisations writing submissions this cost can be justified because it enables
pecple to get to your activity who would not olherwise be able to get  there,  Inclusion
of reasonable transport costs also protects your organisation from  lhe  accusation  that
you are in the business of providing arts workshops only for people who can afford it
Lack of suitable transport can be one of the factors which slops a potentially creative
!nl:lwldml from eaming money with which to support their activities., Self subsidised arts
5 oven more difticul! on the dole when you have to pay special prices to get aracund.

Community Transport is usually more flexible and can smually be  adiusted o the
read of the organisation In question.

1.Most local community transport groups have a mini bus, It

may be whesl chair
accessible or, have a driver or helper 1o assist people on and off the wehicle of
both,

2.The group may run an individual transport service which might be easier for Some
people coming to your activity. Or, if nol they may be able to guide you lo Someone
#lse who can belp,

J.¥0u may even be able to change around you time to fil In with a8 more comvenient
mqular servico un by e group.
4.0r if the worse comes to the worst you may be able to use the a groups govemment

supply status to get a selfdrive wehicle at bottom dollar from the local communiby
fransport group.

If by some unhappy chance you do not have o local communily transport group. You  may
be abie to get hold of a minibus and/or a driver from community aid, local councils, chureh
groups ., service clubs and/or hospitals. Be wamed thoough the minibus may be zealously
quarded, |t may fake quile some megotiation fo get the use of if,
You never know you might be gel so into it you might want to start a community transporl
project. For more Information telephone the ministry of fransport office in your state and
a5k about communily transport funding. 1t could be the beginning of something big. Good
Luck,
Tim Sussman,

written for "Create Ability” conference Novdd
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REGISTRATION LIST:

APPEXDIX: Page 1

"CREATE ABILITY: A conference on creativity and disability”

Name Organisation Day 1 Day 2 W/shop
ANDERSON Judith  Blue Mtns. Mobile Ine, x - -
BABNES Joanne Willoughby Counecil bt - =
BENTON Bret Spastic Centre of NSW X X -
BURTON Chris Willoughby Couneil X x -
CALTABIANDO Rose Valley Music Centre b4 X
CHAPMAN Donna Lane Cove Council - X =
CRONIN Sue Willoughby Couneil X x -
DONNELLY Glynis  Tuggerarong Com,Arts x X X
DRISCOLL Judy Newcastle C.A. Centre X - =
DUNCAN Stephanie Centre House Inc. x X =
EDMAN Angela Spastic Centre of NSW X x -
e = = %
GAVAN Pam Wesley Resid. Services =x X 0%
GBAY-ROSS David Wesley Mission % ¥ X
GREGORY Karina D.D. SErvice Hornsby X - v
GURNEY David M.5. Socy. Lidcombe X x X
HARVEY Tonina Tuggerarong Com.Arts X ® X
HINCHE Viv Willoughby Council - x -
HOGAN Susan Art Therapist x x X
HOWARD Adele RAPS x ¥
EHLL Bianca Spastic Centre of NSW x T
IMHOF Lani Mercy Family Life Ctr X - =
JEHELH? Margery X x -
KEILLER George DDS Facs. % ® o
ERINGAS Branka Spastic Centre of NSW *® % =
LANGFIELD Kay Willoughby Couneil x 2. =
LEMS Mary Forrest Community Arts - x -
LESCHI Louise Spastic Centre of NSW % Br e
LEWIS M=, Artist b4 X -
LUEINS MNadine Spastic Centre of NSW x X -
McDONALD Robyn x x -
MeDUFF Marion Forrest Community Arts x ) i
McINTOSH Stephen HADPAC .4 - -
MACKINTOSH Janell Valley Music Centre % % -
McNAMARA Michelle NSW Scey Crippled Child x -
MALONEY Mick Richmond-Tweed RCSD x X -
MATSAS Yvonne HADPAC - S
MELE Belinda Royal North Shore Hosp. x X X
MOON Celia TAFE outreach x - -
MURPHY Claire x X X
MACE Margaret H=-W Community Arts Comm x x X
NOBLEZA Lucille Tuggerarong Community A x X x
NUNAN Kate Deaf Socy of NSW x x -
EATTERMORE Anne X X x
BYEE Jo . KCAE - X -
RISPOLI Renato NEW Ministry for Arts x - =
BITCHIE Ceri Bowral Dist. Hosp ® = x
ROBINSON Jennife Royal Blind Socy X X =
SHARPE Annette Rozelle N'hood Centre * x x
SEIDMORE Jack X A< =
SAMPFLI Roz spastic Centre NSW X X e
THORNE Tim CACTI Tasmania X X -
WALLACE Robyn Paraquad Pl ¥ =
WAEEMAN Judy Tramshed Community Arts x X =
WALKER Jill Spastic Centre NSW - x =
WINIKOFF Tamara Australia Council CCDU x - -
WOOD Carmel Wesley Resid. Services x X x



APPENDIX: Page a

|
REGISTRATION LIST: Cont.

STAFF/COMMITTEE

Name Day 1 Day 2 W/shop
LCHAMPION Michael Committee X X -
DONOHOE Annette Committee/Working Pty x e —-
HARVEY Annie Committee/Working Pry. ® x® -
GRIEVE Jan Committes x - -
COOK Holman Committee /Working Pty x - =
CULEIN Suzy Committee /Working Pty ® - o
GOLDMAN Jacque Committee X X =
KING Dave . Committee X X -
MONKE Victoria Photographer % % _
LES HOLCOMEE Tech. assistant = % Z
McEEE Barbie Committees

EEIGHERY Vic Co-ordinator X * _
HASWELL Jan Student placement KCAE x x 25
BURN Cathy Tech. assistant x - ==
JAH-KEVIN (The Band) - - ¥
TYLER, Jim (Workshop tutor) = %
ALDERDICE, Carol (Workshop assistant) - % i
SPEAKERS (other than stalf/committee)

BAGS Martin Leisurelink = %

BINNS Viwv x = i
DE _MESTRE Tori -
ST JOHN Jeffrey : f it
HAWEINS Gaye KCAE -
HARRISON Allan : B -
McEVOY Barbara % - =
NASSALLO Tannie x -
SPENCER Jan = e =
RUSSELL Patrick Mustard Seed % A -
FINLASON Judy Network 3 = -
GUPPY Marla _ x -
WATSON Bill & = -
SUSSMAN Tim - =
RICHARDS Rosalind ¥ ; -

DAY REGISTRATIONS :

FLOOD, Marie Univ., of TEEhnﬂlﬂgy
DUDMAN, Beverley ARAFMI Central Coast
MONOQGHAN, Sam

[
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