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The Haringey Community Arts Programme 

 

Summary 

 

This report attempts to justify the reason why participatory arts projects are so 

important to local regeneration. It draws heavily on the research undertaken by 

François Matarasso and others over the last few years, and is strengthened by recent 

research and recommendations by the DCMS Policy Action Team 10 for the Social 

Exclusion Unit. 

 

Drawing on experience gained running a Community Action programme between 

1992-95, and profiles of both unemployment in Tottenham and the arts and creative 

sectors in Haringey, it presents the initial design for a Community Arts Programme 

which offers maximum choice and flexibility to 20 young unemployed people aged 18 

to 24, and living in Tottenham. 

 

The Programme consists of two projects: a video project producing local community 

video films; and a roadie project, setting up stages and sound systems for community 

events. Participants can spend up to three days a week gaining work experience by 

joining either project for the duration of the Programme (26 weeks). Appropriate work 

placements will be secured in arts-based organisations for up to one day a week, and 

two days of training towards a relevant NVQ Level 2 qualification will be available in 

addition to on-the-job training within the projects or work placements. One day a 

week will be given over to job search and counselling. 

 

The aim of the Programme is to provide an exciting structure within which 

participants can develop the generic and personal skills which will make them 

employable, and at the same time deliver outputs which will be of benefit to the local 

community.  

 

It will be implemented by a partnership of voluntary sector organisations led by 

Haringey Arts Council and will, in particular, target the Tottenham Pathways area 

where the highest rate of youth unemployment is recorded.  
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The Haringey Community Arts Programme 

 

 

 

1. Aim 

 

Using recent research into participatory arts projects and Haringey Arts Councilôs 

previous experience, the case is made for the design of a Community Arts Programme 

which offers young unemployed people in Tottenham a flexible choice of training, 

work experience and work placement, delivered through arts projects benefiting 

community and voluntary-sector organisations.  

 

2. Introduction 

 

Youth unemployment in Tottenham has been the subject of much discussion and 

analysis, and significant funding has been invested to try and reduce the numbers. In 

January 1998, unemployment in Tottenham was 16.1%, which meant that 7,882 

residents were registered out of work. Approximately a quarter are young people 

between the age of 18 and 24 (1,918 at October 1997) and in addition, according to a 

survey of under-25s carried out for the Haringey Employment Commission in 1997, 

up to another 20% may not be signing on or claiming JSA, increasing the total to 

2300. Around two thirds of these young people will have been unemployed for more 

than six months.
1
 

 

Many of these young unemployed are from the black and minority ethnic 

communities, and not surprisingly live in the four wards with the highest rates of 

unemployment, and the largest housing estates: Park (21.9%), Bruce Grove (20.3%), 

Coleraine (19.6%) and High Cross (17.5%). In a survey of one estate, it was estimated 

that 80% of young men were unemployed, and in a survey of refugees and asylum 

seekers, 82% were unemployed. In 1991, the borough-wide male rate of 

unemployment was 20.7%, but amongst young black males between 16 and 24 it was 

47.1%, and even higher in some of the Tottenham wards.
2
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The Tottenham area of benefit 

 

 

 

 

From research by CAG Consultants for the Haringey Employment Commission, the 

high unemployment amongst Tottenhamôs young people has been broken down into 

five broad categories: 
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The Unable: those lacking basic skills like literacy, numeracy and other personal 

skills - eg people with learning disabilities; English is a second language; lost 

educational opportunities through ill-health, pregnancy, truancy, exclusion; 

The Unwilling : those having basic skills, but no vocational skills - eg lone parents 

with pre-school children; 

The Unaware: those lacking quality careers information - eg no contact with projects 

offering one-to-one support; 

The Unacceptable: those lacking social skills - eg no experience of stable 

relationships; drug users; behavioural problems; 

The Unconvinced: those sceptical about training leading to a job - eg no experience 

of high quality training; been discriminated against by training providers and 

employers on grounds of race, disability or gender. 

 

Any number of the causes for these categories can apply to these young unemployed 

people at any one time, creating a multiplicity of barriers which must be overcome 

before they are seen as employable in the jobs market. This scenario requires the 

efforts of a wide range of agencies working together to change their situation, but 

without their acceptance and cooperation, the results can be less than meaningful. This 

is one of the principal reasons why such large numbers of young people seem to be 

unaffected by mainstream employment projects - they are seen as irrelevant, and 

unlikely to lead anywhere of interest to them. 

 

For some, experiences at school have left them with no desire to re-enter education - 

least of all post-16 education, assuming of course that they have the necessary basic 

skills. Others, having already achieved some academic qualifications, are not 

stimulated by jobs available locally, and do not feel equipped to compete for more 

interesting jobs elsewhere. This situation can apply as easily to someone with three 

GCSEs as to an ex-University student with a degree. However, it is well known from 

that Tottenham is characterised by low educational achievement: at the 1991 census, 

only 4.7% of post-18 residents of White Hart Lane ward had a degree or other higher-

level qualification against a borough average of 22.4%. Between 1994 and 1998, 

Haringey GCSE results were consistently below those for England as a whole: in 

1998, 26.6% of Haringey school students gained 5 or more A to C grades against a 
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national average of 46.3% - with schools in the east performing lower than the 

Haringey average: Gladesmore 20.4%, Northumberland Park 14.2%, White Hart Lane 

11.6%, and Langham 6.9%. Almost half of all permanent exclusions from Haringeyôs 

secondary schools were pupils with African and African-Caribbean origins.
 

 

It is for many of these reasons that jobs available locally remain unfilled, and 

unemployment fails to drop below a particular level: ie there is a mismatch between 

the needs of local employers and the aspirations of young unemployed people. State 

benefits have provided minimal subsistence, topped up with occasional earnings in the 

grey economy. But lack of interest - combined with negative peer pressure - means 

that new skills which are usually gained from work experience or further education are 

not developed, and the dependence on benefits is continued. At the same time, local 

employers struggle to find staff for jobs which are often seen by young unemployed 

people as dead ends (eg shop assistants, cleaners, unskilled labourers) and no better 

than remaining on benefit. Haringey had the lowest gross male average weekly 

earnings (£314) of any London borough according to the New Earnings Survey in 

1991. Other more interesting unfilled jobs require skills which may well be beyond 

the capacity of those same people, and already assumes that they will have access to 

wider job networks and are able or willing to travel to compete with other applicants.  

 

The circularity of this situation is obvious, and is one of the reasons why there seems 

to be little change in the unemployment statistics amongst young people in inner-city 

boroughs. There could, of course, be many other reasons, which is why the 

governmentôs New Deal programme is a step in the right direction, offering choice 

and support through a number of options. Although it has significantly changed 

national youth unemployment statistics, it is not at all clear that it will have a serious 

impact on the young people forming the hard core unemployed in areas like 

Tottenham. 

 

It is this seemingly intractable problem at which the community arts programme is 

being targeted. The rationale it is based on has been the subject of a number of 

research studies and, in particular, the most recent undertaken by Comedia over a 
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period of eighteen months, and ending with the publication of Use or Ornament? The 

Social Impact of Participation in the Arts by François Matarasso in 1997.  

 

Section 3 summarises the outcome of this research, and provides clear evidence for 

the positive impact the arts can have on disaffected or disadvantaged sections of the 

community. This is further supported by an impact assessment report, summarised in 

Section 4, written by Gerri Moriarty for Boltonôs City Challenge & the Arts Unit, 

Education and Arts Department, and Bolton Metropolitan Borough Council in 

September 1998.  

 

The reasons put forward for the success of the participatory arts projects they analysed 

have been used to construct the design for the Community Arts Programme, drawing 

on experience gained during the delivery of Community Action in Haringey between 

1992-95. The importance of creating such a Community Arts Programme has been 

further strengthened by the recently-published DCMS Policy Action Team (PAT 10) 

Report to the Social Exclusion Unit on art and sport, which has resulted in numerous 

recommendations recognising the value of participatory arts projects in local 

regeneration. In the words of Chris Smith, Secretary of State for Culture, Media and 

Sport:
3
 

 

ñThis report shows that art and sport can not only make a valuable 

contribution to delivering key outcomes of lower long-term unemployment, 

less crime, better health and better qualifications, but can also help to 

develop the individual pride, community spirit and capacity for 

responsibility that enable communities to run regeneration programmes 

themselves.ò 
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3. Use or Ornament? The Social Impact of Participation in the Arts  

by François Matarasso
4
 

 

Over the last ten years it has become increasingly accepted that the arts play an 

important role in the economic life of the country. These arguments have informed 

public policy, especially in urban renewal, and underpin much recent political thinking 

on the arts. But they have two flaws: 

 

  they tend to focus on financial issues rather than on economics in its deeper sense as 

the management of societyôs resources;  

 

  they miss the real purpose of` the arts, which is not to create wealth but to 

contribute to a stable, confident and creative society. 

 

Between September 1995 and March 1997, Comedia, a leading independent research 

centre, undertook the first phase of a study into the social impact of arts programmes. 

It concentrated on participation in the arts, as the area most widely claimed to support 

personal and community development. Those who work in the arts, especially in the 

participatory sector, have long argued that they produce positive social impacts. But 

they have had very little independent evidence with which to support that contention. 

Indeed, some argue that such qualitative benefits cannot be evaluated at all. 

 

The research divided the social impact of participation in the arts into six different 

themes, relating to people as individuals or community change; there is obviously a 

degree of overlap between them.*  

 

3.1 Personal development 

 

Participation in the arts can have a significant impact on peopleôs self-confidence, and  

 

 

 

* The researchers studied participatory arts projects in Batley, Bolton, Hounslow, Kirklees, Nottingham and 

Portsmouth, as well as drawing on experience from many other areas across the country and abroad. 
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as a result on their social lives. Many participants go on to become involved in other 

community activities or personal development through training. In some projects, 

people feel they have gained more control over how they are seen by friends and 

family. In others, the arts work has provided groups with an opportunity to think about 

their rights and social responsibilities. Most participants have gained practical and 

social skills which they feel will help them in their working and home lives. Teachers 

identified educational benefits to schoolchildren in several areas including language 

development, creativity and social skills. A significant proportion of adult participants 

have been encouraged to take up training or education opportunities. Some people, 

especially those working with digital technology, have found work as a result of being 

involved, while many more believe that their new skills and confidence will make it 

easier for them to get jobs. The research found that among adult participants:  

 

· 84% feel more confident about what they can do  

· 37% have decided to take up training or a course  

· 80% have learnt new skills by being involved 

 

3.2 Social cohesion 

 

Participatory arts projects can contribute to social cohesion in several ways. At a basic 

level, they bring people together, and provide neutral spaces in which friendships can 

develop. They encourage partnership and co-operation. Some projects promote inter-

cultural understanding and help recognise the contribution of all sections of the 

community. The arts are also important means of bringing young and old together; 

some projects showed the value of these inter-generational contacts, especially in 

reducing anxiety about young people. There was also evidence that the community 

development aspects of participatory arts projects could help reduce fear of crime and 

promote neighbourhood security. Projects involving offenders in the UK, the United 

States and Australia also show important rehabilitation benefits. The research found 

that among adult participants:  

 

· 91% have made new friends 

· 54% have learnt about other people's cultures  
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· 84% have become interested in something new. 

 

3.3 Community empowerment and self-determination 

 

Taking part in local arts projects is a popular way of becoming involved in community 

activities (it is one of the top six reasons for volunteering in the UK). As a result it 

helps build organisational skills and capacity. Skills learnt in the arts can be applied to 

other local projects. Participatory arts projects can also be empowering, and help 

people gain control over their lives - sometimes in a very practical sense. They can 

also play a vital role in the regeneration process, facilitating consultation and 

partnership between residents and public agencies. Arts projects can nurture local 

democracy. They encourage people to become more active citizens, and strengthen 

support for local and self-help projects. The research found that among adult 

participants:  

 

·  86% want to be involved in further projects  

·  21% have a new sense of their rights. 

 

3.4 Local image and identity 

 

Participatory arts projects have an important role in celebrating local cultures and 

traditions. In new areas they can help develop local identity and belonging. The arts 

can affirm the pride of marginalised groups, and help improve their local image. 

Participatory projects can encourage people to become involved in environmental 

improvements and make them feel better about where they live. They can also help 

transform perceptions of public agencies and local authorities, renewing the public 

image of cities for their own citizens, as well as outsiders. The study found among 

adult participants:  

 

· 40% feel more positive about where they live 

· 63% have become keen to help in local projects. 
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3.5 Imagination and vision 

 

Participating in the arts made a big difference in developing peopleôs creativity and 

confidence about the arts. For many, this was simply enjoyable and liberating, but 

professionals in teaching, social services, health, housing, countryside services and 

other areas said it had changed how they saw their work. Workers intended to change 

their practice to use the arts in future. Projects had also helped public bodies to be 

more responsive to the views and interests of their users. Their creativity and openness 

encouraged people to take positive risks, both personally and organisationally, with 

far-reaching benefits. Arts projects could embody people's values and raise their 

expectations. The study found that: 

 

· 86% of adult participants have tried things they haven't done before 

· 49% think taking part has changed their ideas 

· 81% say being creative was important to them. 

 

3.6 Health and well-being 

 

The research did not look at arts in health care, but there was considerable evidence 

that participating in arts projects could make people feel better. Some projects were 

making very positive contributions to supporting mental health service users and other 

vulnerable people. In others, arts work with young people produced important health 

education resources. Finally, it was very clear that people derived great pleasure from 

being involved in arts activities, and that it added greatly to their quality of life. The 

study found that among adult participants:  

 

· 52%% feel better or healthier  

· 73% have been happier since being involved. 

 

3.7 Conclusions 

 

Summarising the findings of this research, the researchers found that: 
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  Participation in the arts is an effective route for personal growth, leading to 

enhanced confidence, skill-building and educational developments which can improve 

peopleôs social contacts and employability 

 

  It can contribute to social cohesion by developing networks and understanding, and 

building local capacity for organisation and self-determination 

 

  It brings benefits in other areas such as environmental renewal and health 

promotion, and injects an element of creativity into organisational planning 

 

  It produces social change which can be seen, evaluated and broadly planned 

 

  It represents a flexible, responsive and cost-effective element of a community 

development strategy 

 

  It strengthens rather than dilutes Britainôs cultural life, and forms a vital factor of 

success rather than a soft option in social policy 

 

The study concludes that participatory arts projects are essential components of 

successful social policy, helping to turn houses into homes. They can open critical 

dialogue between service users and providers, and avert costly mistakes. They involve 

people missed by other initiatives and introduce creativity, meaning and 

communication into the equation. They offer flexible, responsive and cost-effective 

solutions - a creative, not a soft option. Social policy would benefit from a marginal 

repositioning of priorities to make use of them. 

 

The arts also have a responsibility, at least so long as they are in receipt of public 

funds, to consider their existing or potential contribution to societyôs wider goals. 

They should recognise their dependence on the audiences, new talent and creative 

ideas which the participatory sector develops. They have nothing to fear from such 

projects, especially not falling standards: a culture which needs protecting from 

people's participation is not worth the name. 
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4. The Social Impact of the Arts 

by Gerri Moriarty
5
 

 

4.1 Engaging socially excluded individuals and groups  

 

Strong evidence supporting the effectiveness of artists in engaging marginalised 

individuals and groups in the creative process came from peer assessment - the views 

of experienced professionals. The co-ordinator of a local community centre, speaking 

about an arts project with young men, commented: óMany of these young men are 

trouble makers known to the police. Engaging them in such work is impressive.ô The 

young men in question shared his analysis: óIt's good...keeps me off the street, keeps 

you out of trouble.ô óI'm a bad boy. This keeps me out of crime ... keeps me busy.ô óIt 

makes you think about different cultures. It teaches you other ways of looking at 

things.ô 

 

Two reasons for the attractiveness of participatory arts were clearly identified in 

participant responses. The first was that the arts activity gave a focus to much 

welcomed social activity. The second was that the arts activity delivered a real óbuzzô, 

offering highly visible achievement. They make the invisible growth of participants 

visible in a concrete piece of work or performance, making their achievements 

glamorous. Participants in one project commented:  óAt home is dead boring, coming 

here you get to do new things.ô óNothing like this has ever happened before.ô óYou 

don't have time to do much at home, it's nice to feel you have achieved something.ô  

 

A third reason can be inferred, which is that the artists and project managers working 

on these projects made the participants a priority. Participants felt included and 

considered, rather than excluded and marginalised. 

 

4.2 Increasing confidence and self esteem 

 

The results of increases in confidence and self esteem are highly specific and personal. 

They ranged from individuals using arts projects as a stepping-stone into pre-

vocational education to individuals using arts projects as a stepping-stone to obtaining 
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full -time employment. As a volunteer in an arts project explained: óIt gave me an 

understanding of what I could deliver, it improved my confidence. It led in part to me 

gaining a part-time job because it gave me confidence in being able to work at a level 

with my peers.ô One individual was able to perform solo in front of an audience, 

another wanted to explore his culture through learning more about Islamic art.  

 

One participant in a project commented: óI'm no good at this, but I'm going to the 

library tomorrow to get a book on embroidery so I'll be able to do it betterô. Her 

comment illustrates one of the reasons that participatory arts activity makes an impact 

on individuals - it encourages people to stretch themselves just a bit further than they 

thought was possible, whether that be from pre-economic to economic activity, or 

from the margins to the social mainstream. 

 

Groups also gained in confidence and self esteem. One of the aims of the Jubilee 

Centre arts project was to place people with physical disabilities in a position of 

prominence and status. After a series of participatory workshops with members, staff 

and local school-children, artists produced a design for the ceramic plaque. It was not 

popular with Centre members, and it was absolutely clear that no one was going to 

proceed to implementation without their approval. Artists and members worked 

together to produce a second design and make a plaque which captured the image of 

the Centre to everyoneôs satisfaction. Members made it clear that, in their experience, 

people with disabilities are more accustomed to having important decisions made for 

them than to take control in this way.   

 

4.3 Creating meaningful links across age, cultural, ability and other barriers 

 

British society is increasingly seen as fragmented and divided; however, arts projects 

seemed to be able to create a ósafe spaceô where people from different backgrounds 

and with different priorities could meet together. The Jubilee Centre percussion band, 

performing at the Mere Hall community launch challenged stereotyped perceptions of 

disability. An observer writes, óThey grabbed the attention of the audience in no 

uncertain manner. It was great to watch the smiles and toe-tapping of adults and 

children.ô The same event óinvolved groups who might not otherwise find themselves 
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together, e.g. the Victorian Society and Indian dancers, the Youth Brass band and 

community drama group and presented an image of Halliwell and Bolton drawing 

easily and confidently on different cultural traditions.ô 

 

4.4 Involving local people in making physical changes to their environment 

 

The Jubilee Centre Steering Group is now building on the success of its ceramic 

plaques and looking at the feasibility of fund-raising to tackle a much larger 

environmental improvement project. It has already succeeded in putting pressure on 

the local authority to adopt a nearby footpath and improve the street lighting, and has 

persuaded a local business to carry out priming and repair work on the wall which 

they hope to transform. 

 

At a public meeting to look at artistsô designs for environmental improvement, staff 

from local schools were also keen to praise the effect the project had had on their 

pupils - óthe children really grew to feel that the community belongs to them.ô 

 

4.5 Developing emerging creative businesses 

 

For two of the projects, sufficient funding was made available to enable local artists, 

to work alongside more experienced artists from outside the area. Two of the artists 

working on the Radial Routes project said they had been given no information about 

job opportunities in the field of public art and participatory art whilst at college - 

óthere is no information on what to do when you get out thereô. One saw his 

involvement as an opportunity to diversify, as he likes dealing with people. The other 

believed it would give her experience in dealing with people, and add an impressive 

piece of work to her portfolio. Both agreed that óit is a chance to meet people who can 

open doors. Net-working is 99% of how you get workô. Another artist who worked on 

both the Radial Routes project and the Jubilee Centre project explained, óIt has really 

helped me to understand the complexity of this kind of work and the need to try to 

satisfy different sets of priorities.ô 
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The Mere Hall launch gave a different kind of opportunity to local artists. As the co-

ordinator of Bolton Community Drama explained, one of her aims was to óencourage 

artists to have a feeling of working in a teamô and two of the artists interviewed 

during the project confirmed that the project giving them an opportunity to experiment 

with their working relationship, in particular using drama and music together, and to 

see how other artists were working towards an end product. In an area like Bolton, 

which is in the process of building a stronger network of local artists able to undertake 

high-quality participatory arts work, such óin-service trainingô opportunities are 

important. 

 

4.6 Influencing strategic planning 

 

The participatory arts projects which took place during the life-time of City Challenge 

encouraged the development of more ambitious schemes. For example, the Creative 

Women project demonstrated a need and a market for pre-vocational educational and 

recreational activities for Asian women. City Challenge officers used the findings of 

an initial monitoring report on the social impact of the arts to help argue the case for a 

larger-scale pilot project, with a full-time worker, located within the Community 

Education Service. Radial Routes was one of several projects which employed a 

variety of creative arts techniques (for example, drama, video, writing , design) to 

consult local people about major changes in their physical environment.  

A City Challenge Project Manager described the impact of her involvement in an óarts 

and community consultationô project, óSince this unearthing of my latent artistic 

talents I have blossomed into that rare breed - a town planner who wants to share the 

planning in a genuine forum. This project raised the awareness of the fluidity that can 

be achieved (even in sticky situations) by combining a communityôs willingness to 

express its aspirations with the real need to achieve economic and social benefits for 

a particular area.ô And a local authority Planning Officer remarked, óYou gain much 

more from this kind of inter-active consultation process than from more traditional 

survey methods. These cost a lot and donôt give as much qualitative information.ô  

These innovative methods of encouraging participative democracy have influenced the 

Housing Departmentôs development of a Percent for Art scheme. 
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Experience gained in supporting the creative industries within the City Challenge area 

(including the experience gained in developing participatory arts projects) informed a 

successful bid for ERDF funding for a borough-wide initiative. The ERDF Creative 

Industries pilot scheme produced an analysis of training needs and retail opportunities 

in the creative industries sector, provided óstart-upô grants and guidance sessions for 

small cultural businesses and published a portfolio/directory of Bolton Creative 

Industries. The success of the ERDF pilot scheme, has, in turn, led to the 

establishment of a Creative Industries Development Project for Bolton for the next 

three years, again funded through the Retex initiative of ERDF. It will provide a team 

to develop start-up enterprise units, encourage the use of telematics, and link access to 

training and business support more closely to new market opportunities for Boltonôs 

creative industries. 

 

4.7 Themes specific to each project  

 

The above are major impact themes, which can be seen to a greater or lesser extent in 

all or most of the projects. There were, however impacts which were specific to each 

project: 

 

  Creative Womenôs henna painting workshop offered small-scale economic benefits 

to participants who acquired this new skill  

  The Mere Hall launch offered quite specific help to a hard-pressed teacher with 

class-room workshops  

  Hibbert Street Community Centreôs project with young Asian men attracted not 

only the 15 or so participants, but a large number of observers and casual participants, 

who might be more easily involved on another occasion 

  Social Services staff felt that the project at the Drop-in had helped them overcome 

their nervousness about working with artists  

  The Jubilee Centre was able to use the arts to contribute to the presentation of a 

different dynamic image to its members and the wider public 
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  In the Radial Routes project, artists were able to offer advice to local authority 

officers on matters such as design of shop frontages and external lighting schemes, 

and vice versa  

  Several of the projects used ólaunchesô of the creative end-product to attract media 

interest and to invite local councillors, local authority officers, and local people to find 

out more about their work 

 

 

 

 

 

 

5. Haringey Arts Councilôs Community Action Programme, 1992-95 

 

Haringey Arts Councilôs Community Action Programme began during 1992, in 

partnership with Haringey Education Service Training Agency. HESTA aimed to 

recruit 10 unemployed people who wanted to work within the arts. HAC realised that 

there was no way that such government programmes could replace proper work or 

well-resourced training, but with no alternatives available it could provide a way for 

people who wanted to work in the arts to help under-funded arts organisations. By 

1994/5 it had placed around seventy people in arts organisations, or projects 

developed by HAC itself (see Appendix 2).
6
 

 

Volunteers were in demand for a variety of roles, the most popular being in 

administration and other related areas, such as marketing, publicity, DTP and studio 

space management. Other areas included helping to run photography workshops, and 

sound and lighting. The arts organisations in which the volunteers were placed varied 

widely: a South Asian Dance company, childrensô theatre companies and a community 

arts centre. 1994/5 was more project-based than the previous year as the HAC scheme 

tried to give artists, musicians and  photographers an opportunity to use their skills. 

Consequently it set up separate video, music, mural and literature projects.  
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The emphasis of Community Action as a government programme was to enhance job 

opportunities or help placements pursue further education courses. Unlike other 

professions, work in much of the arts is not defined by regular 9-to-5 hours. However, 

CA placements secured permanent jobs in Hackney Education Services, town centre 

management, forensic photography, artistsô studios and freelance publishing. Several 

placements moved on to further education, including a part-time writing course, an 

Access course in Furniture and Interior Design, and an MA in Fine Art. 

 

Video Project: March 1994 saw the start of a Video Project made up of a team of five 

CA placements. They successfully produced a documentary video of an installation 

exhibition by Charlotte Rose, and were able to use the editing suite at College of 

North East London for post-production. Two of the original group formed ñN17 

Video Productionsò and four months later produced their first video.  

 

Music Project: As with the other projects started under Community Action, the Music 

Project took shape when it became obvious that it would be impossible to find work 

through existing job placement schemes. Five musicians began rehearsing at the Selby 

Centre as ñMelo-Dò and put together several reggae songs to perform and use as 

workshop material. They followed this up with a series of gigs in local infant and 

junior schools, involving the children by teaching them the lyrics to the songs so they 

could join in. Youth Services brought young people from the Muswell Hill Youth 

Group to the Selby Centre to participate in workshops. Towards the end of the project, 

HAC gave them the opportunity to perform with two other bands in a benefit gig at 

Jacksonôs Lane Community Centre. Over Ã600 was raised and £250 of this went 

towards the cost of making a demotape for ñMelo-Dò.  

 

ñWe were all unemployed musicians trying to be successful and this has been an 

opportunity to get on our feet and take a step in the right direction.ò  Pete Clark (bass 

player) 

 

Mural Project: One of HACôs first projects was to bring together unemployed artists 

to paint a mural in one of Haringeyôs housing estates. The task of leading the team 

was given to House Artists Cooperative, a group of professional public artists based in 
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the borough. Haringeyôs Housing Department supported the project by identifying 

external wall space in the Edgecot Grove estate, agreeing to act as liaison with the 

tenants, and covering the cost of materials. The following is from a press release 

issued by the Employment Departmentôs Regional Press Officer: 

 

 ñHundreds of residents from a Tottenham council estate will see their 

environment transformed through the introduction of a colourful taste of 

Africa. 

 

They have given the thumbs up to an enormous mural to be painted in the midst 

of one of the large estates in Tottenham. The design is based on African house-

painting. 

 

Ten participants of the Employment Service's Community Action programme 

will start painting the 100-foot L-shaped mural at the Edgecot Grove estate this 

week. 

 

They are using organic colours - shades of browns and greens - to paint 

geometric shapes on bold figures. The mural aims to reflects harmony and the 

many cultures that live side by side. 

 

The work is supervised by professional artists, the House Artists Co-operative, 

based in Tottenham. The Community Action participants will learn about new 

paints, design and mural painting. 

 

ñThe participants are learning how to work under supervision. Many of them 

are developing existing skills and acquiring new skills,ò says Avril Moore of 

Haringey Arts Council, who initiated and are co-ordinating the project. 

 

Community Action is funded by the Employment Service to give people 

unemployed for 12 months or more the opportunity to work on projects of 

value to the community. 

 

Participants are paid an allowance equivalent to their benefits, plus £10 a week. 

 

They also receive the benefit of regular job-search sessions which include 

advice on preparing CVs, approaching employers and interview techniques.ò 
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Murals in Libraries Project: After the completion of the Edgecot Grove mural the 

Mural Project was developed to include the libraries in Haringey. This was a joint 

venture between HAC, Library Services and the House Artists Co-operative. Twelve 

unemployed artists were involved. The following were reactions to the murals and 

their importance to the promotion of public art in Haringey. 

 

ñIt really draws attention to the childrenôs section and the quirky little characters 

help draw the children into the imaginative world of story books.ò Jean Earley, Head 

of Libraries, on the mural at the Marcus Garvey Library 

 

ñWe are so pleased with the way the murals have made the childrenôs section look 

lively from the top.ò Susan Chinn, Chair of Highgate Library Support Group 

 

ñMurals in libraries demonstrates how we value local artists as well as helping to 

create a stimulating environment for the community, children, young adults and the 

general reading public.ò Councillor Kyriakos Fiakkas, Chair of the Leisure Services 

Sub-Committee 
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Photographic Project: One of the last projects before the Community Action 

Programme ended in 1995 was incorporated into HACôs  Literature Festival: three 

volunteers organised the exhibition, ñHaringey Writers: Past, Present and Futureò. 

Their photographic, writing and curating skills enabled HAC to mount a very 

successful exhibition in Bruce Castle. Luis Arellano (the photographer) became a 

freelance photographer, Adrian Stapleton (a researcher) took up voluntary work in 

Bedfordshire, and Ryan Matthews (the other researcher), together with four friends,  

won the Royal Photographic Society Hugh Baddely award for best amateur video.  

 

ñThe whole process has been a valuable experience because it made me realise new 

ways of utilising skills I already possess, as well as gaining new abilities. All in all - a 

confidence building experience.ò Adrian Stapleton 

 

ñThe Community Action Programme has given me six valuable months to acquire 

working knowledge of research, helping to improve my interviewing techniques, and 

allowing me to put my journalism skills to practical use. I feel this experience has 

further improved my chances in gaining full time employment.ò Ryan Matthews 

 

ñAs a photographer I found working under such a tight budget very challenging but 

in spite of that I am very pleased with the results.ò Luis Arellano 

 

 

6. Addressing local needs 

 

6.1 Skills development and employment 

 

The principal aims of the programme is to equip young unemployed people with skills 

they would otherwise have obtained through work and training, helping them to gain 

the confidence to compete with others in the labour market. The importance of 

transferable skills has increased as the labour market has changed. Gone are the days 

when someone was employed to undertake just one job which involved a few 

specialist skills. The decline of manufacturing and the rise of the post-industrial 

society has highlighted the role played by the knowledge-based and service industries 
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in the countryôs economy, and it is in the context of these industries that the 

development of personal skill capabilities needed to operate in an increasingly 

complex, international and changing environment has been recognised. 

 

The requirement for flexibility in working practices, and fluidity between jobs and 

occupations, demands high levels of technological skills and self-directed lifetime 

learning. Meeting these demands is dependent on acquiring the personal skills to 

exploit the opportunities being opened up by these new patterns of work:  

 

Oral communication Written communication 

Team work Presentation 

Self-confidence Interpersonal skills 

Self-motivation Creativity and innovation 

Self-promotion Flexibility and adaptability 

Initiative Problem solving 

Time management Technical skills 

Independent critical judgement Information technology 

 

All these skills are, to a greater or lesser extent, required in work - whether a person is 

employed, self-employed or freelance. However, from a recent destination study of 

Middlesex University arts graduates who have already had experience of the job 

market, it seems that there are particular skills which are considered more important:
7
 

 

Team work 

Adaptability 

Self-promotion 

Self-motivation 

Creativity and innovation 

Written communication 

Information technology 

 

It is quite obvious that young unemployed people with poor educational achievements 

will be at a severe disadvantage in the labour market. Without having had an 
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opportunity to work, they will have had little chance to acquire any of the above skills 

considered so important by people who have already attained a high level of 

education. Although some of these skills can be taught separately, others can only be 

obtained within the context of work itself. And each will be more or less important 

depending on the pattern of work (employment, self-employment, freelance) and the 

needs of a specific sector.  

 

The importance of these generic skills for the vast majority of employers, crossing 

industrial and occupational sectors and the level of job entry, has also been identified 

from work undertaken on behalf of the Employment Service to support personal 

advisers working with unemployed 18-24 year olds as part of the New Deal 

programmes. They cite: 

 

 basic skills - literacy and numeracy 

 generic employability skills - communication (awareness of appropriate business 

language, and the ability to deal with members of the public by telephone or face to 

face) 

 organisational and problem-solving skills - ability to follow set procedures, think 

through a process and do the job 

 computer literacy 

 personal attributes - flexibility, good personal presentation, ability to work with 

others in a team 

 

In addition to the development of personal skills, the London TEC Council has also 

identified additional skills which are particularly relevant in the London labour market 

further supporting the results from Middlesex Universityôs destination study:
8
 

 

Creativity and innovation International awareness 

Team working Languages 

Entrepreneurship Tolerance and diversity 

Information handling Adaptability 
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The task facing regeneration projects targeting youth unemployment is to match their 

aspirations with the business needs of local employers. In common with many other 

inner-London boroughs, Haringeyôs local business community is made up of small 

companies employing fewer than 5 people. The range is diverse, and the business 

standards widely variable. It has long been recognised by regeneration funding that the 

problems facing small businesses are directly related to the nature of the local 

economy and its employment profile. This is further complicated by the travel-to-work 

relationship between the local area and central London, and Londonôs regional, 

national and world-city status. Trying to isolate local economies and ignoring the rest 

of the city flies in the face of reality. Administrative boundaries are transparent to the 

jobs market and business, yet regeneration is too often constructed within a very local 

framework and designed to meet local aspirations without taking into account either 

the sub-regional or London-wide context in which local concentrations of 

disadvantage and unemployment are located.  

 

Young people - whether employed or not - see their future in work which stimulates 

them, and if it is to be a career, one in which they can progress. Being offered local 

jobs which offer neither, and having left school with few skills to compete in the 

London labour market, some opt to stay on benefit, surviving in a grey economy. 

Although they remain as much a part of society as the rest of us, their status as 

unemployed sets them apart. Some retain the same priorities, desperately wanting 

work which will give greater meaning to their lives, others reject them, avoiding 

employment at all costs. But together they make up the core youth unemployment 

statistics in local economies like Tottenham.  

 

From the point of local business, the problem is to employ people who have already 

acquired many of the skills above. The pressure to survive as a small business without 

a wealthy local market means exploiting every possible avenue, and in the shortest 

time possible. Training is seldom an option, so few jobs advertised locally require 

more than the simplest skills to complete the production or trading cycle. This is the 

very point at which the gap opens up between the aspirations of these young people 

and the business needs of the local employer: they fail to match. The young person has 

not had the opportunity to acquire the relevant skills to make employment stimulating 
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and a career likely, and the small business can only offer ñstripped-downò 

employment which will guarantee its survival, implicitly recognising that likely 

applicants will have few of the skills which could benefit both. A result is the oft-cited 

paradox that there are available local jobs, yet continuing local unemployment.  

 

In these circumstances, a flexible arts-based programme offering work experience, 

work placements and training can provide a highly-effective tool for developing these 

transferable skills. As the destination study has shown, ñsucceeding in freelance work, 

as in other forms of self-employment, is universally considered to require continuous 

networking. Managing self-employment and freelance work also require highly-

developed time management skills. Longer experience of work had also impressed on 

these people that initiative, flexibility and adaptability were all extremely important.ò 

Obviously, these skills are just as important for people entering employment as well as 

self-employment, especially if the employing companies are small businesses.  

 

It is noteworthy that during the years of manufacturing decline the cultural industries 

have been redefining the way we work. It is no coincidence that strategists began to 

realise the economic importance of the creative sector at the same time as the digital 

technologies were being developed. It was quickly recognised by both sectors how 

they needed each other, in the process establishing a huge multimedia industry. The 

inter-relationship between the knowledge-based, media and communications 

industries has developed and grown around working patterns increasingly familiar to 

people working in the creative sector. It has have been providing a model of post-

industrial economic activity and business practice - flexible, creative, able to respond 

to change, collaborative, lateral and with flat hierarchies
9
 - since the sixties. These 

new ways of working require a flexible, adaptable, multiskilled workforce, willing to 

be self-employed, freelance, employed for short-term contracts, or even unemployed, 

for different periods throughout their working lives. The industrial battle between 

Murdoch and the print unions over journalistsô use of computer technology very 

publicly marked the changes that were taking place, introducing work practices which 

had previously been an anathema to industry, trades unions and government.  
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What is particularly important is that these changes have been taking place whilst 

those industries which underpinned such work practices have steadily declined, or 

even disappeared. A result has been the recognition by young people that skills like 

oral communication, presentation, self-confidence and self-motivation are vital in the 

process of networking and seeking work. This has been borne out by research 

undertaken by the National Foundation for Educational Research, based on interviews 

with 700 young people who have benefited from projects which incorporated arts 

activity. They considered that the arts helped towards:
10

 

 

 broadening interests 

 better self-expression 

 learning to work with others 

 becoming more open-minded 

 organising themselves 

 relieving anger and stress 

 

Less than a third felt that they were involved in imaginative or creative activity in their 

work or leisure pursuits; two-thirds would have welcomed more arts involvement in 

the past and want more in the future; and two-thirds affirmed the positive aspects of 

arts involvement, citing such aspects as increased self-confidence, sociability, skill 

acquisition and motivation. 

 

These outcomes and the transferable skills listed above are not only important to the 

individuals themselves - and the new and growing industries - but also to the efficient 

functioning of the small businesses which now dominate much of Londonôs local 

economies. If they are to be successful they, too, need flexible and adaptable 

employees, multi-skilled and proficient in the use of information and communication 

technologies.  

 

Contextualising basic and transferable skills within a skills framework was graphically 

presented in The Creative Capital: Cultural Industries, Young People and 
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Regeneration in London, a report prepared for the NatWest Group Charitable Trust 

and Trafalgar Square 2000.
11 

 

 

 

The Community Arts Programme will provide a way for young unemployed people to 

gain the personal and generic skills identified under Stage 2 as they learn the specialist 

skills required in their projects, helping them to recognise what they need to do to 

access and retain employment. Without these skills they will remain ignorant or even 
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indifferent to what is expected of them, limiting their ability to compete in the labour 

market and de-motivating them. 

 

However, a word of caution is required at this point. One of the earliest work 

experience projects under Welfare to Work to be developed in the UK was óTheatre 

Worksô, organised as part of the Govan Initiative in Glasgow. The project formed a 

professional theatre company from 15 unemployed people, and produced several plays 

which were toured to local schools (a similar project was proposed by HAC and 

Mountview Theatre Ltd for funding support prior to this Community Arts 

Programme). The training advisor for óTheatre Worksô made the following 

observation:
12

 

 

ñAs a training professional I have felt compromised by the structure and 

range of training options within which I have had to operate. I have spent a 

lot of time and energy trying to create training programmes which quite 

frankly are dictated more by contractual requirements than training needs. 

The result of this has been that the training has been seen by the trainees as 

something they have to do rather than something they look forward to doing. 

I realise that this is a general statement and is not always true for all of the 

trainees on each of their courses all of the time. Nevertheless I have felt 

compromised by the range of accredited training which we were able to 

offer, from the vocational relevance to maximising resources point of view.ò 
 

 

This is a perspective which the Programme has to be very aware of, and must try to 

ensure does not occur. óTheatre Worksô opted to resolve the problem by its staff 

becoming NVQ Assessors, and the Govan Initiative becoming an Approved Centre. 

Fortunately, the Programme partners include CONEL, which should simplify the 

process. 

 

6.2 The arts and creative sector 

 

The creative industries generate revenues approaching £60bn in the UK. Their value 

to UK gross domestic product is 4%, greater than the contribution of any of the UKôs 

manufacturing industry. In London, they contribute approximately £6 billion or 7% to 

Londonôs GDP, and since London accounts for 15% of the UKôs GDP, Londonôs 

creative industries contribute 1% to the national GDP. They employ more than 1.4 
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million people across the UK and, in September 1997, there were 327,600 people 

working within the creative industries in London, accounting for 23% of the national 

creative workforce.
13

 These are industries with a future: knowledge based, technology 

focused, environmentally responsible, forward looking, outward looking and 

confident. 

 

The last study relating to the arts and creative sector in Haringey was undertaken by 

the Centre for Leisure and Tourism Studies at the University of North London 

Business School. The Final Report - An Economic Strategy for the Arts & Cultural 

Industries in Haringey - was published in February 1994. The mapping of the arts and 

cultural industries in Haringey during 1992-3 showed that the sector was well 

represented in the borough. 1,771 artists/cultural firms and organisations were 

identified, 50% of which were sole traders/practioners.
14

 

 

From these results the Interim Report projected 11,192 people working within the arts 

and cultural industries in Haringey, excluding those employed in arts education, 

libraries, youth and community services, recreation, architecture and tourism. This 

represented 18% of employment and 23% of employers in the borough, generating a 

turnover of at least £5m. After discounting freelance workers and sole traders, arts and 

cultural industry employment would be 11%, nearly twice the rate for London as a 

whole. As can be seen from the tabulation below, music accounts for the largest 

number of sole traders/practitioners.
15

 

 

Employment in the arts and cultural industries is often invisible. Combined with low 

spending on the arts by the borough resulted in a very low profile for the sector in 

Haringey, giving rise to the mistaken assumption that there was no arts or cultural 

activity taking place. The UNL research, though, proved what the sector already knew 

- that many people working in the arts and cultural industries lived and worked in the 

borough, and networked across London and beyond. Many are highly visible in their 

sub-sector, yet invisible in Haringey - unlike Hackney, Camden or Islington, where 

local agencies have lost no time exploiting their existence. 
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Although the relative proportions of people and businesses working within the arts 

and cultural sector in the borough are not expected to have changed much over the last 

seven years, what local infrastructure supporting the arts had existed has changed 

dramatically. Much of it has disappeared, and what remains has new priorities. This, 

of course, has meant that many of the strategies suggested in the 1994 study are 

largely irrelevant, even if the recommendations had been acted on. In fact, it proved 
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impossible for a voluntary sector organisation like Haringey Arts Council to draw 

together the many partners required to action an over-ambitious series of strategies 

which relied too heavily on uncoordinated policies driven by central government 

funding. The net result was inactivity.* 

 

The lessons to be learned for the Haringey Community Arts Programme must be that: 

 

  if a report is to be commissioned, the organisation implementing the project must be 

closely involved in its design; and 

 to have any chance of success, very clear objectives must be agreed between the 

funding partners and the implementing organisations. 

 

Without digressing much further, commissioning agencies have to learn that by 

bringing in external consultants to advise them about what is quite often already 

known on the ground almost guarantees that the resulting report will be shelved. The 

consultants will have been paid, leaving the implementation of their often unrealistic  

 

 * It took HAC almost two years to obtain the use of the database of arts businesses because the relevant officers 

and the consultants could not agree who owned it. When a copy was finally to be sent to HAC, it took several 

months before it could be copied in a database format which could be read on HACôs computers! Without updates, 

the database was no longer of much use. 
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strategies to local organisations. These organisations will have been consulted, of 

course, and their ideas used in the final report - to the credit of the consultants. The 

whole process fails to strengthen local capacity, distances the organisations expected 

to implement the strategies from the commissioning agencies, and creates an 

atmosphere of cynicism and indifference amongst the communities to whom the 

strategies are expected to apply. Inclusiveness, partnership and trust provide the 

framework within which regeneration strategies have the best chance of success. 

 

7. The initial design 

 

Use or Ornament? concludes that the arts have a serious contribution to addressing 

contemporary social challenges. Rather than the cherry on the policy cake to which 

they are so often compared, they should be seen as the yeast without which it fails to 

rise to expectations. 

 

It sees the creativity, openness and elasticity of the arts as the roots of their social 

impacts. Since these may appear hard to integrate within public policy the study 

recommends focusing on planning an environment in which participatory arts projects 

can succeed. It formalises the inclusiveness, partnership and trust expected of any 

regeneration project by suggesting that it should be based on seven core principles: 

 

1  Clear objectives  

2  Equitable partnership  

3  Good planning  

4  Shared ethical principles 

5  Excellence 

6  Proportional expectations  

7  Joint evaluation 

 

Participatory arts projects built on these principles lay sound foundations of internal 

success and are most likely to produce positive social outcomes. Indicators of social 

impact are not difficult to establish or use in this framework, and arts projects can be 

evaluated consistently and integrated with mainstream public policy.  
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The design of the Community Arts Programme aims to meet these core principles by 

developing a partnership between voluntary-sector organisations which already share 

the same ethical principles, and integrating into the partnership processes which build 

on the joint acceptance of these principles. This will require openness and 

transparency in the way the partners and staff work together, and a commitment to 

providing flexible, relevant and high-quality support for the participants. Although 

this report is expected to provide some of the framework and direction for the 

Programme, it cannot design every aspect of its implementation. The process of 

adjusting and changing its development must result from the creativity of the partners, 

the staff, and the participants themselves. Without their ownership and enthusiasm, 

the Programme will fail to deliver. 

 

The initial design incorporates maximum flexibility by offering work placements, 

work experience and training customised to meet the needs of each participant. To do 

this within the criteria fixed by the funding agencies, certain assumptions have been 

made:  

 

 work placements in appropriate arts-based organisations will be secured; 

 the choice of two projects providing structured work experience will be offered; 

 one day of training will be offered, leading towards an NVQ Level 2 qualification 

or its equivalent; 

 one day of supported job search, counselling and advice will be available. 

 

The time spent at work placements, on a project, in training and on job search will 

depend on each individualôs learning plan, agreed during induction onto the 

Programme. However, this will to some extent be decided by the way each project 

develops, how difficult it is to find good quality work placements, and the training 

needs of the participant. A likely schedule will be one day spent at a work placement, 

two days on a project, one day of directed training, and one day searching for a job. 
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7.1 Work placements 

 

Work placements are a vital aspect of the Programme. They provide a working 

environment in which the participants will need to use the personal skills that are so 

important for their future employment. The feedback from the placement providers 

will inform the Programme staff how well the participants are progressing. They will 

be in the unique position of being able compare how a participant is developing within 

a project, in a work environment and during training, and what may need to be done to 

give them additional support. 

 

It is expected that some of the work placement providers will be arts organisations 

working within the community sector. The experience of the Haringey Community 

Action Programme indicates that most of these placements will be administrative 

support, although there are likely to be some tasks which will require specialist in-

house training, eg sound and lighting, space management, DTP, photography, 

research. Other placements will be sought to provide a range of jobs to give the 

participants the widest possible experience of work in the commercial arts. 

 

Work placement coordinator 

 

The key responsibility of the work placement coordinator will be to identify those 

companies and organisations which can offer meaningful work placements. This will 

require visits, health and safety analysis, and continuous liaison to ensure that both the 

placement provider and the participant are monitored and understand their respective 

responsibilities. The coordinator will need to prepare proposals for a work placement 

programme and an associated Action Plan detailing placement options. This will be 

required as soon as it is clear from placement providers how many participants they 

will be able to place, and for how many days per week. It may be possible that one 

provider would prefer to take one placement for one day a week for the entire 

Programme period, whereas another would prefer one placement for two days a week 

for only one month. It will be the responsibility of the coordinator to map out the 

provision, and how this will be made available to the participants given their 

respective needs.  



 39 

Because it is the intention to relate work experience, the work placement and training 

so that each participant gains the most out of the time they spend on the Programme, 

the coordinator will need to be closely associated with the development of each 

participantôs individual learning plan and portfolio (eg preparing a CV, goal setting, 

interview techniques). Matching the placement providerôs requirement with that of 

that of the participantôs will always be a key objective, but in practice this may not be 

easy to attain. However, the principal aim of the placement is to provide the 

participant with experience of a real working environment, where many of the 

personal and basic skills required by employers will be demanded from the participant 

during the time they spend with them.   

 

The coordinator will be required to prepare the participants for their placements by: 

 

 outlining the organisationôs structure 

 describing his/her role during the placement 

 informing him/her of the providerôs behaviour code, eg dress, punctuality 

 informing him/her of the providerôs Health and Safety requirements, eg safety 

hazards, safety equipment 

 

In addition, the coordinator will have responsibility for developing contacts with 

voluntary and community sector organisations in Haringey. Although these may 

already exist, the coordinator will need to identify which will be the most appropriate 

for the video project to work with to produce a short descriptive/marketing video, and 

for the roadie project to work with to support their stage set-up needs.  

 

In the case of the video project, it is likely that no more than two or three community 

or voluntary-sector organisations will be able to benefit from the production of a video 

during the Programme, so it is vital that they know exactly what they want, and will 

be in a position to cooperate with the video project team. Identification of similar local 

organisations requiring the services of the roadie project may be more difficult, so the 

coordinator will need to work with the Programme Directors to identify other social 

organisations it can support. 
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Health and safety issues will be paramount in all of the coordinatorôs work. The 

implications for the participants, the partners and the Programme would be disastrous 

if an accident happened on a providerôs (or partnerôs) premises which could have been 

avoided by notifying them of the potential danger in advance. In this respect, the 

Programme will need to adopt all of the health and safety standards listed in the 

Tottenham TEP ñDelivering New Deal in Haringeyò. 

 

7.2 Work experience and training 

 

Work experience will be delivered through two projects: local community video film 

production or live music engineering, setting up stages and sound systems. The choice 

of projects has been partly decided by what will capture the interest of the young 

people the Programme is targeting, and the resources available to the partners. Both 

offer a wide range of opportunities to deliver personal skills training, and at the same 

time both provide a route to delivering outputs which benefit the local community. 

Wherever possible, work placements will be chosen so that they are relevant to the job 

being done by the participant in the project.  

 

Training will be delivered on- and off-the-job over the three days a week the 

participant is on the project and at the work placement. Specialist training will be 

bought in if not directly available through the partners, and learning support will be 

available through the College of North East London. For costing purposes, it has been 

assumed that the equivalent of two trainers will be required for each project: one 

working over two days, and the second over one day, ie 3 training days per week. It is 

not necessary for the same trainers to be employed throughout the Programme, 

although continuity will have to be considered.  

 

The projects will be located at the Chocolate Factory in Wood Green, close to 

Haringey Arts Councilôs training administration office on the first floor. The Learning 

and Enterprise Centre on the ground floor would have been the ideal space, but delays 

have meant that it is not ready for occupation. The change of location will not affect 

the implementation of the Programme in any way.  
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Each project will have a dedicated space in which it can work, with its own office 

structure and resources. These spaces will double up as training areas, and meeting 

rooms for the participants. Staff will have the use of their own resources in the 

training administration office, and access to additional facilities in Haringey Arts 

Councilôs own administration. Previous experience of running projects has shown that 

it is very important to provide facilities and resources which correspond closely to the 

needs of any small office: desks, filing cabinets, telephone, a computer and printer, 

etc. The participants on the work experience projects must feel that they are entering a 

work environment - not a training class - which helps to reinforce the acquisition of 

the skills they will learn taking on tasks and jobs required by each project. If this is not 

taken seriously by the Programme staff, the participants will not treat the projects 

seriously, and much of the Programme will unravel.  

 

The key to keeping the participants óon boardô will be their understanding of what they 

will gain from the projects, and how the projects will benefit the wider community. 

For this reason it is important that the community benefit is clear and relevant to the 

participants. They, too, need to have ownership of their work, and be able to identify 

with its objectives - even if it is only for a few days a week over a short period. 

 

The task of setting up each project will have to be the joint responsibility of all the 

partners, with key input from all the Programme staff. It is quite possible that 

significant changes will have to be made in the light of interest from the target 

communities, and the way in which the projects need to be constructed to provide 

benefit to the community and skills to the participants. It is quite likely that these will 

become clear during the first weeks of assessment and induction. 

 

7.21 Video Project 

 

The video project offers participants the opportunity to learn how to produce short 

video films. Depending on resources and the numbers opting to join the project, it may 

be split into two or three teams, led by experienced trainers from Black Coral Training 

Ltd. The project will be located at the Chocolate Factory in a dedicated space 

providing a professional working environment. Each participant will, after 
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negotiation, be given specific roles in the production teams, and take part in the 

administration and development of the project.  

 

The objective of the video project will be to produce at least two or three video films 

for voluntary or community sector organisations, with clearly defined parameters 

agreed in advance between the Programme and the organisations identified by the 

work placement coordinator. These short films (no more than 5 to 10 minutes long) 

will be created within the context of a structured programme of training leading to an 

NVQ Level 2 qualification in video production, accredited by Skillset.  

 

At the same time, the participants will be given the opportunity to engage emotionally 

and creatively in the project by producing video diaries as part of a documentary 

exploring what it means to be young and living in Haringey.  The documentary will 

chart their progression from entry on to the project until they leave the Programme, 

showcasing their talents, celebrating creativity in Haringey, and generally promoting 

the value of participatory arts projects in regeneration. It is expected that the resulting 

film will be marketed to the television channels in the hope of gaining wider 

publicity.* 

 

Although the local voluntary and community sector organisations which will benefit 

from this project have yet to be identified, an example could be the Refugee 

Consortium, one of the partners in the Programme. 

 

The following details the training structure which each participant can be expected to 

follow: 

 

Weeks 1-2 

 

INDUCTION  

INITIAL HEALTH & SAFETY  

BASIC COURSE STRUCTURE  

INTRODUCTION TO EQUIPMENT  

 

 

* As an indication of the use short video films can be put to, Haringey Arts Council is supplying a television film 

made about its previous ESF-funded Music Business Course to the European Unit at the Government Office for 
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London to help them promote to their colleagues the value of European funding in voluntary-sector regeneration 

projects. 
TUTORIALS  

REVIEWS  

INITIAL ASSESSMENTS 

 

Basic introduction to course structure and health and safety procedures, students 

should be aware of company policy and procedures, equal opportunity, grievance 

policy. They should at this stage understand what each piece of equipment does. 

 

Weeks 3-5 

 

CAMERA TECH 1  

SHOT SIZES  

WHITE BALANCE  

SOUND TECHNIQUES 1 

TUTORIALS  

REVIEWS 

 

Basic video camera and sound operation. Trainees should be competent in basic 

operations and be aware of standard language around framing, angles, camera 

movement, sound levels, working together as a crew, appearing in front of camera, 

setting up equipment using correct procedures and be aware of health and safety 

implications. 

 

Weeks 6-8 

 

BASIC LIGHTING 1  

VOX POPS  

ASSESSMENT  

TUTORIALS  

REVIEWS 

 

Vox pops. Trainees to draw up a set of questions to achieve reactions from general 

public. Using skills gained from first practical. Should be aware of and applying basic 

camera and sound operations. Organising questions in coherent form to develop 

responses. Dealing with people in front of camera. Being aware of responsibilities 

when working on location. 

 

Weeks 8-11 

 

EDITING  

TAPE THEORY  

ASSESSMENTS  

INTRODUCTION TO MEDIA STUDIES  

KEEPING LOG  

TUTORIALS  

REVIEWS 
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The students should have a basic understanding in the use of editing techniques, 

logging procedures and its importance, the importance of different tape format, 

Logging tape and its importance, basic understanding of media language. 

 

Weeks 12-16 

 

GROUP FORMATION  

SET BRIEF FOR PROJECT  

PRE-PRODUCTION  

RESEARCH  

TREATMENTS  

ASSESSMENT  

TUTORIALS  

REVIEWS 

 

The student should at this stage be able to form workable groups for the start of their 

various productions and the tutor will set the brief. The students will have an 

understanding of pre production techniques, research techniques and should produce a 

treatment for their production. They will also be expected to perform these duties. 

 

Weeks 17-19 

 

LIGHTING PRODUCTION TECHNIQUES  

SOUND PRODUCTION TECHNIQUES  

DTP  

PRODUCTIONS  

ASSESSMENTS  

TUTORIALS  

REVIEWS 

 

Lighting for camera and effect: using studio situations and mixing daylight and 

tungsten, with particular emphasis on three point lighting set-ups. Trainees should be 

aware of safe practices when carrying out these exercises. Production. Trainees should 

comprehend use of different microphone, ranges, studio and location sound. Po, wild 

tracks, synching and mixed sources. Students will experience the Production 

techniques required to complete a production. 

 

Weeks 20-24 

 

POST PRODUCTION  

NON-LINEAR EDITING  

OTHER POST-PRODUCTION TECHNIQUES  

PROJECT COMPLETION  

TUTORIALS  

REVIEWS 

 

The student will be required to have an understanding of Post-Production techniques 

inclusive of audio techniques, Post-Production dubbing, Logging, editing, editing 
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script, editing techniques, graphics, time code etc. The project will be completed at 

this stage ready for presentation. 

 

Weeks 25-26 

 

PROJECT PRESENTATION  

JOB SEARCH TECHNIQUES  

MEDIA THEORY  

FINAL ASSESMENT  

TUTORIALS  

REVIEWS  

FOLDER COMPLETION 

 

The student will present the completed project. They will also be expected to have 

completed their folders for final assessment. 

 

Resources 

 

Although funding has been allocated for limited purchase and hire of resources for the 

video project, it will require the use of specialist post-production equipment during 

the later stages. It is expected that the digital editing facilities at the Digital Arts 

Centre in Tottenham will be made available, including Avid off- and on-line, DV Cam 

and DVC Pro cameras, appropriate software, and technical support. 

 

7.22 Roadie Project 

 

 

The roadie project will offer participants the opportunity to learn about live music 

engineering, setting up stages, and sound systems. During the Programme, the team or 

teams will take on the role of roadies for community festivals and events in the 

borough and elsewhere. It will also be located at the Chocolate Factory in a dedicated 

space, and be led by staff from Haringey Arts Council.  

 

It is likely that this project will appeal to participants who are more interested in 

physical work which will take them out of office environments. Although 

organisations with whom the project can work have yet to be identified in the 

borough, discussions have started with a community arts team in another London 

borough (Hounslow) where an on-going programme of events already exists. 
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Experience gained from working with their organisers will enable the project team to 

plan effectively for event support in Haringey and elsewhere. 

 

The training programme for the roadie project will need to be structured as the 

Programme gets underway. Nothing similar has been previously attempted, so the 

training staff will need to draw heavily on Haringey Arts Councilôs Music Business 

Course, and its Sound Engineering Courses. These are being delivered jointly by HAC 

and CONEL from October 1999, and should be able to provide relevant units for the 

participants to access. 

 

The following elements will need to be covered in the roadie training programme: 

 

Artistôs crew 

 

ROAD MANAGER 

Responsible for the smooth running of all aspects of the event/tour from organising 

the artistsô timetable to managing business aspects such as insurance, finance and 

personnel. 

 

CHIEF ROADCREW 

Responsible for all of the artistsô performance requirements and to provide total 

technical support during each performance, as well as equipment maintenance. Safety. 

 

TECHNICAL CREW 

Responsible for a specific instrument . A guitar roadie would be responsible for 

stringing and tuning, and maintaining the guitars and amplifiers. During a 

performance, technical crew would man their chosen station in order to provide full 

technical support to the artist. Safety. 

 

CREW SUPPORT 

Responsibilities include loading and unloading, to provide each station with 

appropriate equipment and to assist technical crew during performance. 

 

 

Promoterôs crew 

 

STAGE MANAGER 

Responsible for every aspect of the stage from assembly and set up, safety aspects and 

on stage security. Schedules/sound checks etc 

 

TECHNICAL CREW 

Responsible for a specific stage department ie lighting/sound (running, maintenance 

and safety). 
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CREW SUPPORT 

Responsible for supporting technical crew during set-up and performance. Loading/ 

unloading and assembly (groundwork only). 

 

 

Course components could include: 

 

INTRODUCTION 

What is a roadie and why are they necessary. Salary/background/training. 

 

OVERVIEW 

Types of roadcrew and responsibilities. Artistsô crew/promoterôs crew. 

 

HEALTH AND SAFETY  

Creating a safe environment/legal requirements. 

 

SPECIALIST AREAS 

Vox/drums/guitars/keys/midi etc. 

 

BUDGETS  

General budgeting responsibilities for equipment/transport/catering.  

 

STAGE SET-UP 

Layout and design for concert/PA/dance/theatre/fashion etc. 

  

LEGAL 

Legal aspects concerned with live production including personnel and insurance. 

  

KEY PERSONNEL 

Technicians/artists/promoters/managers/crew/security/repairs/suppliers.  

 

OVERSEAS  

Permits/restrictions/technical information (voltage difference)/medical requirements/ 

equipment hire and transportation/language  

 

TRANSPORTATION 

Requirements/costs/insurance/safety. 

 

Resources 

 

Resourcing for the roadie project should not present a problem. Most events will be 

using existing equipment, or equipment hired for the purpose. However, travel may 

become a higher cost because of the need to transport the team to various locations 

across London during unsocial hours. For this reason it may be necessary to acquire 

the use of a small van for limited periods. 
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Technical support, if relevant, will be available from HACôs sound recording studio at 

the Selby Centre. It may also be necessary to hire in additional live music equipment 

for training purposes, or obtain access to performance spaces to deliver this training. 

 

Viability 

 

Compared to the video project, this project is by far the weaker. Video production has 

been the subject of many previous training programmes, including those led by Black 

Coral Training Ltd. Unfortunately, though, no such experience is available to the 

roadie project. Roadies are hired in a number of ways, sometimes through personal 

contacts, sometimes through large equipment-hire companies. Training is undertaken 

on-the-job, which can be anything from a semiskilled driver to a highly specialised 

sound or lighting engineer. The need for their support at any public event is self-

evident, yet there is no formal route to becoming a roadie. This will place a great deal 

of responsibility on HACôs staff if they are to structure an accredited training 

programme leading to an NVQ Level 2 qualification.  

 

In the circumstances, close monitoring of initial demand and the identified needs of 

participants wanting to join the roadie project will be necessary. If it is found that the 

proportion of recruits joining the Programme who want to take part in the roadie 

project is low, the option of expanding the video project to take up all 20 participants 

must be considered.  

 

Alternatively, its redesign into a more appropriate project may be possible, building 

on HACôs staff experience and resources. For example, it may be worth considering 

the incorporation of a previous project for the production of a music CD with students 

from the boroughôs secondary schools. This was developed as a Lottery application to 

give Year 10 music students the chance to annually record their work at HACôs 

recording studio, make a CD, and launch it at a number of public events across the 

borough. Reworked as a project within the Community Arts Programme, the team 

could take full responsibility for producing the CD and organising the events - almost  

paralleling the video project. Community benefit would be guaranteed, the training 

programme would be more closely integrated with the existing courses HAC runs with 
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CONEL, and it could provide a way to engage with the young people who have been 

excluded from Tottenhamôs schools. 

 

Choosing either option will not affect the overall objectives of the Programme, but it 

will require discussion by the partners and a decision being made as early in the 

Programme as possible if the participants are to gain the maximum experience out of 

the project.  

 

8. Implementation 

 

8.1 Voluntary-sector partnership 

 

The Programme will be led by a Steering Group made up by representatives from the 

partners implementing the delivery, and organisations with a key role in guaranteeing 

its success. The voluntary-sector partners include:  

 

Haringey Arts Council, with overall responsibility for the delivery of the Programme 

on behalf of the funding agencies, and in particular designing and staffing the roadie 

project. HAC is the boroughôs independent arts development organisation with many 

years of community arts experience. It developed an ESF-funded Music Business 

Course in 1991, which is being mainstreamed with FEFC funding in 1999/00 through 

the College of North East London (CONEL). It established a 24-track sound-recording 

studio at the Selby Centre with Urban Fund support to provide resources for FEFC-

funded sound recording courses jointly delivered by HAC and CONEL. It has opened 

North Londonôs newest photographic studios at the Chocolate Factory to provide 

resources for local photographers and facilities for NVQ training. It manages artistsô 

studios for over 100 artists, sculptors, craftspeople and cultural producers at the 

Chocolate Factory. It has been responsible for coordinating local community festivals 

and art exhibitions throughout the borough, and runs Haringeyôs Literature Festival.   

 

Black Coral Training Ltd  has responsibility for delivering the video project. It 

specialises in offering high-level practical development workshops for the film, 

television and broadcast media, especially in North East London, where it is based. 
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With support from the European Regional Development Fund it is currently running 

CineCity to deliver specially-designed subsidised training in business and technical 

skills, including the ScriptCity screenwriting programme, and CineWeb, an online 

directory and discussion forum. Black Coral also receives support from the National 

Lottery, British Screen, Skillset and the London Film and Video Development 

Agency. 

 

Finsbury Park Community Trust  is responsible to the Employment Service for New 

Deal (Voluntary Sector Option) participants on the Programme. Its mission is to bring 

about urban regeneration through economic, environmental and social improvements 

whilst also supporting and assisting local community groups working in and with the 

community. It works across North London, but especially in the eleven local authority 

wards surrounding Finsbury Park. It is underpinned by a £5 million SRB partnership 

created and led by FPCT, and the support of a large number of private sector and local 

authority funders, including £1.2 million from the Millenium Commission enabling 

residents in six boroughs to improve their quality of life. The main areas of its work 

are employment initiatives, self -employment, and community development. 

 

In addition, the Steering Group will be strengthened by the College of North East 

London, which will provide Learning Support and, when required, additional training 

for participants with learning difficulties; and the Refugee Consortium, which will 

coordinate contact with Haringeyôs refugee communities. 

 

The Steering Group will meet regularly throughout the Programme and will monitor 

its delivery. At key milestones, the Steering Group will reconsider the design of the 

Programme and propose adjustments to ensure that the outcomes are achieved. At the 

end of the Programme, the Steering Group will provide a forum within which its 

design and implementation can be evaluated, after which its conclusions will be 

written into a Final Report prepared by HAC.  

 

The Steering Group will also be responsible for developing an exit strategy which, 

depending on the success of the Programme, is likely to be the submission of new 

funding applications to a number of agencies for support beyond March 2000. 
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8.2 Targeting local communities 

 

An important test for the Haringey Community Arts Programme will be its ability to 

reach the target communities from which it will recruit participants. This has been 

made a great deal easier by the creation of Tottenham Community Pathways under 

Priority 4 of the last Objective 2 Programme for East London and the Lee Valley. The 

aim of this priority is to help local people take advantage of new jobs which are 

becoming available in the wider region, and about giving them the skills to create 

work opportunities for themselves - key objectives of the Community Arts 

Programme. 

 

According to the Pathway Plan, approximately 11,000 people live in the area, just 

under half of whom are defined by the 1991 census as having a black or ethnic 

minority background. The area also supports a large Turkish, Cypriot and Kurdish 

population, and a lrage number of recently-arrived refugees. It is estimated that one 

third of pupils in the area speak a first language which is not English. A special survey 

undertaken by the Pathway indicated that half of the unemployed people they spoke to 

had no educational qualifications, three-quarters had no vocational qualifications, and 

36% had no qualifications at all. This is certainly enough evidence to show that the 

Pathway area covers some of the most disadvantaged communities in Tottenham, 

presenting a serious challenge to any regeneration programme trying to change the 

situation.   

 

However, by gaining the support of  Pathways, and networking with other voluntary 

and community organisations active in the Pathways area, the Community Arts 

Programme will be able to maximise its targeting. This can be achieved by the estate 

distribution of  leaflets and visually arresting posters promoting the Programme, and 

liaising with outreach workers employed by Finsbury Park Community Trust and  

based at the Northumberland Park and Ferry Lane Estates (although the Ferry Lane 

Estate is not included in the Pathway map, it has been confirmed that it is within the 

Pathways area).  
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Tottenham Community Pathways 

 

 

 

 

In addition, the Programme will be working closely with the Refugee Consortium to 

identify potential recruits, and how to meet their special needs. The Refugee 

Consortium will be approached to become a Steering Group partner during the first 

phase of the Programme. The Consortium will coordinate direct contact with the 

Eritrean, Somalian, Ugandan, Zairian and Sudanese communities, and with the other 


