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Abstract

In recent years, public art has evolved to takerdral role in urban regeneration in
public places and, more recently, has been intedratto city branding. Published
research and selected reports revealed that patilirequently opens up sensitive
issues like social acceptance, ownership and @llretevance, and showed that a
participation-based approach can be used to adthess issues. The literature review
confirmed the main issues and the need for a thiearglatform to support future
practice.

The researcher has been a professional practitiongre field for many years and
was aware of the gap between contemporary praaticeacademic underpinning,
resulting in divergent practices with unpredictablécomes. Key elements found in
the secondary research and overlaid with the fietédvexperience of the researcher
were combined to create an analytical tool to asel6 practical cases of public art
and design. This revealed five invitation elemdiriggers to induce participation]
which were found to be connected to four particgratelements [patterns of
participation]. A first conceptual model was forratdd to investigate the interactions
and transformation processes between these imntatid participation elements. The
model was further developed and its validity wastad through two distinctive
action-based research projects in which the researplayed a leading role. The
projects confirmed the validity of the transfornoati process in the model and
emergent pragmatic value. Expert interviews corgunthe validity of the model and
understanding of how it may become sustainableultreg in a toolkit for
implementation to engender debate in the acadentigeactitioner community. The
final theoretical model offers new thinking for tkag public art and design

practitioners and related stakeholders, to achtewnsistent add-value.
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1 INTRODUCTION

1.1 Sequence of the first chapter

The first chapter of this research presents anveesgrof whole contents. It introduces
the nature of the research, the formulation of tkeearchframework and its

conceptual and spatial scope and methodology.cHapter consists of nine sections.

Section 1.2 provides the background to this reseastablishing the rationale and the
motivation to conduct it. The section describes veimg how the author chose the
‘participation-based projects’ approach to publicaad design, especially working in

the field of culture-led urban regeneration.

Section 1.3 explains the research domain. Sectibrldfines the aim and objectives,

and Section 1.5 addresses the benefits and cotbiilsuwof this research.

Section 1.6 introduces the key questions conndctékis research which need to be
addressed in order to achieve the aims and obgsctNext section 1.7 explains the
interdisciplinary nature of the research and itsceptual and spatial scope. Research
scope provides the boundary for the outline of regearch methodology which is

explained and justified in detail in Chapter 3.

Section 1.8 shows the structure and process ovewfi¢his research using diagrams.
The rationale for both the structure and the refeinip between and integration of the

stages is also presented in detail in Chapter 3.

The last section 1.9 establishes the context aaddd#ifinition of terms used in this

research.



1.2 Research Background

In its World City Reports in 2003 and 2008, The pidsented the evidence that most
humans now live in urban environments and the nunsbimcreasing. Most of these
urban populations are living in metropolitan citiasd satellite towns in suburban
areas that have a population of at least ten millidnis kind of rapid urbanisation and
the growth of urban population have been mentiobgdmany researchers. As
Rifkin(2011)stated, Homo Uranus, the urban humandxe century is arrived. The
background of this research is born from a seleotive perspective, asking whether
the urban human being is leading a happy life, @whdt may be missing from the
various information and technology-driven systeimat tclaim to make human life-

style more convenient.

According to Knox (2011), the interest in ‘cultues} urban regeneration’ in urban
design was caused by rapid changes in politicaleammhomic paradigms in the late
20" century. In response to this phenomenon, urbaenexgtion has been given
increased public attention within the UK policy ada since the late 1990s, and it has
become the source of considerable contemporaryigurterest and debate (Tallon,
2010). Monumental buildings like the Guggenheim Bums in Spain or landmark art
projects like ‘the Angel of the North’ in GatesheddK have become typical
examples of successful urban regeneration. Howefler,success of these urban
design projects casts an equally big shadow. Thanwn theme in the above
examples is that they are seen as having a higimeémgy base and a giant budget
and scale which small local governments or comnmasian only dream of. As Knox
(2011) pointed out, the impact of grand urban regation represented by flagship
buildings, which Evans (2003) called ‘hard-brandihgs the reproduction of danger

serial in a global sense.

Along with the paradigm shift in the ®@entury presented above, there are needs that
the researcher of this thesis has identified fr@hydars’ experience as a practitioner.
In the Gwangju Biennale (2004)in Korea and Londach#tecture Festival (2010),
the author carried out participation-based pubticpaojects and developed a deep
sense of concern about criteria for selection,diyath of ‘participation’ in particular

of the residents in these cities, and the conduitteoprojects.
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Syears’ experience as a chief researcher at thdéicPDlsign Innovation Centre,
which was founded in 2004 under the South Korearegonent's ambitious plan to
form ten research and development centres to sugpoernance design in public
sectors, led to the thinking that a strategy isdeddo contribute to the future of South

Korea’s public art and design status.

The top-down process of public art and design ptsjen urban design area missed
some crucial points of urban life such as existregidents’ culture and natural
environmental issues. One of the big urban regépnarg@rojects in Korea was the
ChungGyeChon(‘Chon’ means ‘small river’ in Koreddjoject in the capital city,

Seoul, the revival of a brook which was buried uncksment roads, and the project
showed the typical top-down style of governanceagieprocess. As Jung, Seock, a
member of Seoul city development committee, poirdgatin his interview for this

research (Chapter 7), it is time to consider huamysed public art and design
projects for urban regeneration in Korea. Howevkere is a lack of academic
research which supports the quality of these ptgjethus, the research is strongly
driven by personal experiences and desire to findetter way to evaluate the

performance of public art and design projects.

Participation-based public art and design projectgards urban regeneration also
reflect rapid changes particularly in South Koreammunications technologies and
their impacts on off-line communities in the ciiyobile communication tools and

social networking services are dramatically chaggsociety, culture and people’s
lives. Thus, this research focuses on the relatipssand links via an off-line basis

rather than on-line, which are created between hsmsites, and narratives through
the experience of participating in public art amgign projects.

The impacts of those communications technologiesapparent in countries such as
South Korea, which has a 104% wireless broadbastlitgition, higher even than
Sweden or Australia, where the impact related tectenmunications technology
distribution is changing similarly rapidly. Accomdj to Strategy Analytics (2011),

South Korea has a home wireless Wi-Fi connectiteadf80%.



The report of OECD(Organization for Economic Coapien and Development)
Broadband Portal (2012) indicated that the intebmeadband speed in South Korea
was 3.14 times the average of OECD countries ii7 200 1.7 times in 2012.

The gap has been reduced as the countries like&laihd, Denmark, and Holland
have rapidly developed national internet distribatibut still South Korea has higher
broadband speed compared to other OECD countregsdRhanges in urban culture
also came from the influence of mobile technologleseloped by world-leading
mobile phone companies including Samsung, Soutre&erbiggest company. The
changing speed and the mode of communication téohyn@re delivering profound
impacts on human beings’ perceptual senses ancepggene of the surrounding

environment space.

In 2002, the South Korean government introduced ®a&anced Country
Development Strategy, which includes new town dgwelent, communication
infrastructure development, and regional regemmmaiincluding regeneration of
traditional market areas. As part of this governtpenject, the author of this research
carried out several public art and design projéatsPangyo new town, which is
located in the south of Seoul, the capital of Kofearther, the researcher conducted
two traditional market regeneration projects, int&fields Market in London, UK

and Motgol and Sangdaewon markets in Gyunggidoipcey Korea.

Based on the changes in real world, the growingl ieediscovery and development
of new practices in public art and design fieldseeges so strongly as to investigate
social and cultural aspects and human-centred elsma public art and design

process.

This research embraces the perspective of urbameegtion, regarding itself as a
process of revitalisation and maintenance of u@mmunities. It explores the new
development of participation-based art and desigactiges by evolutionary
prototyping and action research methods. The guiglébr this research to combine
several selected methodologies in the researclegsds attributed to the researcher’s
background and recognition of the gap identifietieen academic research and the

real world practice.



As Clifford and French (2010) pointed out, partatigry research, or participatory
action research, involves the study of a particidane or phenomenon with the full
engagement of those affected by the issue or phemom Its most distinguishing
features are the commitment to the democratisatrah demystification of research,
and the utilisation of results to improve the live6 community collaborators.
Therefore, the background of this research incatpuy the researcher’s experiences

in practice becomes an essential component ofrdmipe-based methodology.

This thesis covers social and cultural aspectsrbér design, such as community
issues, everyday life, quality of place, the prvatltures of residents, human scale,
and emotional attachments such as a sense of ledjoagd ownership toward the

public places in the city.

This thesis, informed by author’s experience asaatpioner of art and design based
on the context above, addresses the growing need foew ‘culture-led urban
regeneration’ strategy by investigating soft eletmewhich were revealed as key
issues in the creation of urban design strategg, uggests a participation-based
public art and design project model as the platféomthe 2£' century culture-led

urban design strategy making.
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1.3 Research Area

This thesis deals with the art and design pradiea within urban regeneration. It
covers the relationship between public art andgiheprojects and participants within
a social and cultural context. The aim of the esqdion of this area is to create a
platform to develop new culture-led urban regenenagtrategy making.

For the research area to be understood, this cseweds to be innovative and
interdisciplinary at its roots. This kind of intésdiplinary research focusing on non-
traditional points of view based on practical oagiice side of the research is often
regarded as shallow research by the conventiomaesxics and as idealistic research
by the practitioners. Despite such opinions, thenreveryday life does not belong to
only one single academic subject area. Urban desiigrtegy that creates a better
quality of life in real life space needs to involas many subjects and theories from
different disciplines as possible. Breadth of timgk including creative thinking,

becomes a vital ingredient of such research.

The diagram below, the Figure 1-1, derived fromoaegnment report shows the
interdisciplinary research area of this researspeeially the location of public art in
South Korea. When the two circles fully overlape thublic art project may be

deemed successful.

Community Art&Design

(Public) Creativity
Need

Figurel-1 Concept of Public Art, Korea Cultural ieplinstitute

(Revised from; Concept of Public Art, Korea Culluralicy Institute, 1999: 29)
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1.4 Aim and Obijectives

Research Aim

The aim of this thesis is to develop a new pradtigeublic art and design process for

urban regeneration by proposing a new model faigaaation- based projects.
Research Objectives

» To discover the key elements that drive particgratin Participation-
based Public Art and Design Project.

» To present the Participation-based Public Art aresign Project model

for urban regeneration.

» To develop and execute the Test Model Projectgbttes reliability and

validity of the model of this research.

* To investigate the social and cultural value oftiegration-based Public

Art and Design Projects and their sustainability.

1.5 Contribution

The contribution of this research to new thinkingynbe summarised as being able to:

* Support the development of urban regenerationegfyaby addressing

the multitude of social and cultural elements inau regeneration.

» Offer a new strategic tool to encourage publiaad design participation
by all stakeholders.

* Enhance the knowledge of social sustainabilityhi@ tontext of Public

Art and Design Projects.

12



1.6 Research Questions

What are the shortcomings in result- oriented uregeneration?

« What is the relationship between public art andigiegrojects and

culture-led urban regeneration?

 What are the ‘soft elements’ in urban design andclviof these ‘soft
elements’ are needed in innovative design for cedted urban

regeneration?

* What kind of model can be suggested for Partiagmabiased Public Art

and Design Projects?

* What are the elements working in the participapoocess and how do

these work?

* What kind of elements help to keep the model snatde?

1.7 Research Scope

Gaver and Boucher (2004) use the following quotetheir design research

methodology book.

“In searching out the truth, be ready for unexpegtéor it is difficult to find and

puzzling when you find it."-Heraclitus

Working on a hypothesis based on research aim bjgttoves, the conceptual scope
of this research is basically human-centred urlegemeration, and, therefore, it is
natural that this research depends upon qualitaégsearch methodology. From the
statement of Heraclitus, as Gaver and Boucher (200#hted out, researches on real
life-related issues are difficult to measure aslibendaries overlap, are complicated

and changing continually.

13



However, there is a strong need and responsihliditylevelop academic research
thereby to contribute to the creation of a linkvietn real life practices and theories
in the field of art and design. The researcheresh#lris viewpoint above and accepts
the consequent challenge to innovative researttsmegard.

By focussing on the social and cultural viewpoirttse findings of this research
suggest that Participation-based Public Art andddesan be used as an effective tool
for developing a human-centred strategy of urbagemeration. This research is
conducted in the area of participatory public axd a@esign projects within the broad
boundaries of art and design in the urban enviranmgepending on community
engagement and inter-contextual interaction ingioezess. Urban regeneration may
be classified in a number of ways consisting of plax elements and aspects. This
research focuses on the culture-led regeneratiambzin design and suggests a new
methodology of Participation-based Public Art arekign Projects which can support
the revitalisation of space and community. It intpagpon the area of urban design
strategy and art and design while providing exasgtem a social and cultural
perspective. Therefore, to investigate the negess$iparticipation in Public Art and
Design Project, the research scope of the theatetarea must also be

interdisciplinary.

Introducing the interdisciplinary features and supipg the multi-context of this
research, the Literature Review(Chapter 2) revigles contemporary trends of
culture-led urban regeneration within an urban glestrategy. It also shows how
participation-based art and design projects aris@ the development of the general
public art and design projects for culture-led uwrbageneration. Chapter 2 also
presents the theoretical scope of this researdh,pagsents the existing researches
relevant to participation-based public art and glesiand culture-led urban

regeneration.

As explained in Sectionl.2, one of key elementshid research background is the
gap between practice and academic research. Thogmaer of practice—oriented
reports from councils or governments are regardedatuable text materials adding
value and interpreting the interdisciplinary themad research scope in Chapter 2 and

beyond.
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To achieve the purpose of this research as prabsentethis introduction, the
researcher chose the social and cultural approattterr than philosophical and
aesthetic approach to build the research argunieE®sd on the formulated research
methodology. Therefore, case studies were analysgda combination of
methodologies from cultural probes, evolutionargtptyping and action research as
the tools of design research techniques, so tlimrdésearch investigates the practice
and characteristics of public art and design ptejeds Davison and Friem(2007)
describe, probes are collections of materials, whie classified by target/objective,

from people’s responses over a period of time.

This research encompasses the ‘probology’, whicthesapproach using probes to
encourage subjective engagement, empathetic ietatjgn, and a pervasive sense of
uncertainty as positive value for design resea@dwér and Boucher, 2004).

The case study and analysis in Chapter 4 contghiotévo objectives. The first stage
is identifying and presenting the examples reldtethe secondary research findings
in Chapter 2 by showing many visual examples oftip@ation—based public art and

design projects.’ This supports the link betweenceptual and theoretical research
boundaries and real life boundaries in this researbe second stage is transforming
the chapter itself as a tool becoming a filterides to find the ‘participation elements’

which are the key elements in the model which ésented in Chapter 5.

The concept ‘participation’ in this research is mar social interpretation than the
viewpoint expressed in Relational Aesthetics by dRene(2004) which views the
innovative or anti-art as a part of art within &esics. Thus, Chapter 5 and 6 of this

research is led by a practice-based live-actiogares.

The model developed from Chapter5 is then intetexbhy two test projects (Chapter
6) which are designed to check the validity anatfical value of the model. To avoid
logical fallacies and to drive effective proces® test projects of this research were
based firmly on the model which was developed iajZér 5. The model follows the
cycle of participation identified in the research.
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The two test projects check the participation eleisierole and effectiveness and
reliability in real situation. Chapter 6 containgrrative text descriptions and images
of each test project stage by stage, using the adetbgy of cultural probes to

evaluate and interpret the findings. The last pa€hapter 6 reviews feedback from

the two test projects in former sections.

Chapter 7 records targeted expert interviews talchige validity of this research as a
whole including the model and to suggest the fplatform for future development

on sustainability of participation based public anid design, based on the experts’
experience in practice and academic fields. Thiaptdr examines the social and

cultural value of sustainability related to the bthesis of this research.

The Conclusion (Chapter 8) contains the revisedl fatrategic model and toolkit of
participation-based public art and design projeats] conclusion of the research
which offers an innovative platform to make theatgy for culture-led urban
regeneration. Finally, limitations of the reseamte explained and directions for
future research are shown, in particular the chghs for the changes required to gain
acceptance of the new model.
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1.8 Research Structure

The diagram below shows the structure and procegsahthis research. Whilst the
diagram shows a linear process, it must be empthdisat the complexity of the

research generated many iterations.

Chapter 1
Identification of
Introduction Research Problems
Aim and Objectives
Chapter 2 'L
Published Governmant Reviews
Literature Reviews Hooks
Theses & Journals
Web Materials
Chapter 3 ‘l'
Research Practice-Based Quality Research
Methodology Action Research <
Chapter 4 l
: Case study Example Collection
Data Collection %
and Serpling Case study Anlysis
Chapter 5 l
hY
4 . 7/
Developing Model Model Development <
Chapter 6 ‘|’
% kel Run Test Project 1
N esting Mode %
£ Run Test Project 2
Chapter 7 l
Feedback of Feedback of Test Projects
ﬁ Test Projects
and Interviews Expert Interviews
Chapter 8 l
Revised Final Model and Conclusion
Conclusion
Future Research Suggestions

Figure 1-2 Thesis Structure and Process Map
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1.9 Definition of Terms

In this research, various new terms appear. Someew terms developed in this
research, and some exist already but are used ifferest purposes or refer to

different domains. Therefore, this section explaunsh terms.

The terms listed below are explained and definedrfajor use in this research, and

are not intended to be taken as general meanings.

» Site-Specificity

As Lacy (1995) commented, the site works as a nmediurealising the artwork as
well as being a real part of everyday life’s phgsispace. Since the late 1990’s,
examples were found in the Munster Project in wisitls started to contain traces of

history, social and political issues, and criti€systems. (Munster Catalogue, 2007)

Corresponding to the idea above, in this resednehterm ‘site-specificity’ means the
conceptualization of the place to participationdzbpublic art and design project. It is

a collaborator in the project and it is not justtpd the background.

« New Genre Public Art

In this research, New Genre Public Art does ndbfolthe meaning of the specific
term used by Lacy (2004).

It is a term used to describe the expanded corafeppublic art and design project as
one that raises social debates and presents teegsras a result. It is a conceptual

step forward from site-specific public art.
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* Participation-based Public Art and Design Project

It is a term developed in this research. It refera project which has been designed

and processed by the collaboration of participants.

‘Public art and design’ contains fine art projealesign projects and architectural
projects with a broad concept of genre. By usingjgct’ instead of ‘work’ in this
research, the research focuses on the whole protessdel building through project

making.
» Invitation Elements and Participation Elements

‘Invitation elements’ and ‘Participation elementsake the participatory experience
interactive. Invitation elements work to supporbliu art projects in relation to the
intentions of the artists and designers. Thus,ti€pation elements’ relate to the

spectator’s or participant’s physical and emotigeaktion toward the project.
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2 LITERATURE REVIEW

2.1 Introduction

This chapter presents the literature review on dhigject area of this research as
theoretical background. The literature review loakss the work that previous
academic researchers have developed and accumuiatiéchow, and focuses on

relationship of the knowledge base with the aint @jectives of this research.

Section 2.2shows the background of why trends ipamirdesign went through
substantial changes in the laté"26ntury. Sub-section 2.2.1 presents the background
theory of culture-led urban regeneration in thetdnisal context of urban design
development. Sub-section 2.2.2 presents colle@rdreferences on culture-led, as
well as economically driven, urban regeneration aniicisms on those efforts from
the human centred viewpoint. This critique leadsteeview of the ‘soft’ elements
which are often missing in the traditional conceptsystemic urban design. Sub-

section 2.2.3 will take charge of identifying thas#t elements.

Next, Section 2.3 searches and critically discuiseslevelopment of public art and
design in the context of interaction with urban emgration. Sub-section 2.3.1
presents the relationship between public art ansigdeand culture-led urban
regeneration to see how the former has been ingdlvéhe latter. Sub-section 2.3.2
shows the interaction between the two areas, fogusin how contemporary
development of culture-led urban design since 28t&century has acted as a driving
force for the new evolution of public art and desig

Section 2.4 (The Rise of Community and New Genmn@anity Art) is composed of
two sub-sections. As a main argument, sub-sectibrl 2xamines show ‘community’
and ‘participation’ issues have arisen in the afgaublic art and design development.
It also contains historical reviews on the New @efublic Art movement and
relevant social engagement. With regard to the rfiatings of the literature review,
Section 2.5collects and integrates the results ftloeninvestigation in Chapter 2. It
also presents a preview of the next stage of theareh plans to be developed in and
after Chapter 3.
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2.2 Culture-led Urban Regeneration in the 20 ™ Century

2.2.1 The Development of Culture-led Urban Regenera tion

The history of urban regeneration predates the rdadwd culture-led urban
regeneration in the J0century. Paris is a representative case in thergisf urban
regeneration. It is often regarded as the mostvative urban regeneration project of
the modernera. It happened just when democratiesindlism started to bloom and
as the modern government developed its ideologicahework. Miles (2000)
presented an interesting viewpoint on the projetited to Paris’ redevelopment in

the late 18 century.

According to Miles (ibid), the reason project oéthrban regeneration in Paris came
to be regarded as an innovative case is becausd grad authoritative monuments
were built and located in many public spaces, sashsquares and streets, to
promulgate the government’s cultural identity. Tdnesonuments were a stark contrast
to the museums which were built in the same peakpresentative spaces occupied
by the bourgeoisie and upper classes, and thisnurbgeneration project of Paris

actively brought art to the public stage with tbeus on creating the city’s identity.

Miles (ibid) also stated that the hidden purposehef project was to conceal social
conflict by providing artistic experience, and #fere public benefit, not only to the
underclass, but, in the broad sense, to all Passiahe building of urban parks for
civic life in New York and London happened in ttearge period (Miles, 2000). These
projects display recognition of the importance oblic leisure space for citizens

living in increasingly urbanised areas.

Urbanisation continued rapidly throughout the™2€entury, particularly after the
Second World War when whole cities had to be répaiid the 19 century examples
of urban regeneration had some influence on thesgqts, with their models of

public parks and public art.

21



According to the report of UNCHS(United Nations @erfor Human Settlements)in
2004 titledThe State of the World Citiesrban regeneration, in that year, was already
considered to be a global phenomenon and many vedrés announced that urban
regeneration should be prioritised. This growingeamess of the wide-scale need for
urban regeneration evolved into the realisation, tiiairban areas were to thrive, it

was vital for such regeneration to be ‘culture-led.

Culture-led urban regeneration has seen many neketis, including Florida (2002),
and he presents public arts as an integral compamgxanning for culture-led urban
design. Florida developed a socio-economic thedmgchvconsiders creativity to be
the core driving force for the economies concerréid.hypothesis that there will be
an advent of a creative class and this class &alll the advance of the world economy,
contributed to establishing a theoretical backgdoiam culture-led urban regeneration.
With his own expression that culture is an ‘engirevans (2005) recognised this
force also and pointed out that culture-led regatmam uses culture as a catalyst and
that culture becomes a vital energy of regeneratdeanwhile, Evans and Shaw
(2004) presented three different concepts of celtetated regeneration: (1) culture-
led regeneration, (2) culture and regeneration, @)dcultural regeneration. The
standpoint of this research is closest to the t®multural regeneration’, by which
culture is fully integrated into an area strategijch isa strategy for a specific local
area.lIn cultural regeneration, art, design, archire, and other cultural activities are

all related, based on our everyday living environme

In order to understand the key characteristicscolttral regeneration’, this research
starts with studies on the development of ‘culteétregeneration’. This is because
there are a number of published research paperamous aspects of urban design
which is related to ‘culture-led regeneration’ (Hahd Robertson, 2001; Bell and
Jayne, 2003; Bailey et al, 2004), while ‘culturabeneration’ is a newly proposed

concept.
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However, a simple link between these academic relsgaoject sand practices does
not fully address or incorporate the broad spectafirtheoretical agendas related to
urban regeneration. As described in Chapter 1, ititerdisciplinary research will
contribute to building a bridge between the twoesid theory and practice.
Nevertheless, the importance of regeneration isp@ted by many reports by
international bodies including the report of UNCih 2004, The State of the World
Cities showing that regeneration is a global phenomemzhmany world cities use
this as an explicit urban policy.

The ‘Bilbao Miracle’ or ‘Bilbao Effect’, as it beoae known, was an impetus in the
regeneration trend (Vegara, 2001; Crawford, 20011997, the American architect
Frank Gehry completed a commission for the SolofRorisuggenheim Foundation
which was a museum in the unlikely location of tepressed northern Spanish port
town of Bilbao. This single isolated architecturstructure provided the local
economy with a brand-icon and a cultural touristgne, leading to phenomenal

external investment and socio-cultural growth.

As Vickery (2007) pointed out in his paper, the mimsportant issue raised in the
Bilbao case is that the Guggenheim Foundation detreted that cultural facilities
could play a major commercial role. The succesBilifao contributed to a culture-
led regeneration boom in other cities. AccordingBeans (2001), a number of
cultural plans in urban design were carried ouhwégeneration imperatives. From a
historical research point of view, such culturarpling was not systematic but the
initial development of culture-led regenerationraciuced a conceptual framework
within social and urban policy questions and isséesording to Florida (2005), this
means that the cultural facilities in a city becoragital assets, and they thus emerge
as the main issues in policymaking and investmienthis way, culture took centre

stage and became the subject of a credible argument
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Culture-led regeneration then headed in the doaaii a second stage to take the role
of becoming an instrument for social-engagemengnammes. As Vickery (2007)
asserts, a regenerated cultural site like Bilbaog amuseum, is expected to embrace
this social role, which includes its non-commerdualction as an institution. In this
paper on culture-led urban regeneration policyk®ig also describes how there had
been no academic discipline covering the regermeraglated theories and practices
as a separate and independent field and how,tatlasw interdisciplinary field titled
‘urban policy’ came into being. He presents a widiege of interdisciplinary fields,
which contribute to the literature on urban regatien, namely: (1) cultural policy,
(2) urban design studies and architecture the8jyuiban policy studies and, (4) art
and cultural criticism and interpretation (Vicke@07).

In this research, the focus and area of interestlfields (1) and (3) among the broad
range of research, while fields (2) and (4) arébéodealt with in strictly limited

coverage. In addition to wide range of coverags, tbsearch looks into a variety of
information sources, including published books aachmissioned reports which are
produced by non-profit organizations, governmeuigbartments, non-departmental
public bodies and academic researchers. Consegutiigtiboundaries among the four
fields are often blurred by interdisciplinary cditaation between urban design
policies and strategies. This allows some flexipiind a broader perspective when

examining the regeneration objectives.

As for the questions with regard to the developnuérmulture-led regeneration in the
20" century, Sklair (2009) is one of the experts whesjioned what might be done in
terms of architecture, urban design and planningroter to move beyond ‘artful

fragments’ toward more progressive and ‘emancigatities. Such questions help to
evaluate the changes in culture-led urban regdanaratrategies which included four
new major emerging approaches: (1) social-basedegly, (2) participation-based
strategy, (3) time-based strategy, and (4) spaseebatrategy. All of the above came
from the model created by Evans (2005) which rédlaalti-dimensional approaches

in culture-led regeneration planning.
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2.2.2 Critics on Urban Regeneration Design Process

As Vickery (2007) debates, the change and developmeregeneration policy since
the post-war period has been a competitive fielthenUK, and the main issues in the
1960s and 1970s were aspects of ‘renewal’, It wae aritically influenced by
‘reconstruction’ in the post-war period, In the 097as Lees (2003) pointed out, it
advanced to address the quality of life and, asslt, the period covered by
advanced regeneration policy was called the ‘reaaice.” The initiatives moved
faster in the age of ‘regeneration’ in the 1980s64,2003),heading towards
‘environmental sustainability’ in the Zicentury. Another aspect of urban life to be
considered is raised in a report from the Arts @dusf England,A Creative Future
(1993) which describes the multiplicity of culturiég@ng in the UK expressed as a
constantly moving ‘kaleidoscope’. Such ethnic dsigr also moves the discussion
about regeneration to include the great varietintaingible qualities of human life in

its discourse.

As ideas about urban regeneration developed irec2tfi century, a broader vision
evolved, encompassing all aspects of urban liviiegnard(2009)of the International
Making Cities Liveable Organization (IMCL), for exgle, described good urban
design as not only enhancing the well-being of Initaats of towns, but also
strengthening the community by improving social Itreand civic engagement.
Knox(2011) built on these points within the ‘Maki@ities Liveable’ movement by
promoting the idea of ‘True Urbanism,” with a pe¥spve that draws heavily on the
ideas of Geddes, Lynch, Alexander and Krier. Thisje Urbanism’, for IMCL, is

based on ‘time-tested principles’ that emphasizeitiportance of:(1) the quality of
public spaces (especially squares and marketptéZebuman-scale architecture with
mixed-use structures that accommodate both retail rasidential functions; (3) a
compact urban fabric of blocks, streets and squamed of (4) outdoor cafes and

restaurants, farmers’ markets and community felstiva
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This ‘True Urbanism’ seeks to create ‘places ofrshistances’ where balanced
transportation planning makes possible commutisgpadestrian networks, bicycle
networks, traffic-quietened streets and public dpamtation. The ‘Making Cities
Liveable’ movement also places great emphasis enrtherited identity of towns —
their ‘'DNA — and seeks to promote public art ahé idea of the built environment

itself as a work of art (Knox, 2011).

As a part of the response to the first Urban Taskcé report, in 1999, the UK
government established the Commission for Architectand Built Environment
(CABE). Since its formation, the CABE has carried many projects and developed
a report which has maintained the design-led regd¢ine policy discourse. Design
Guidance Report (Coventry City Council, 2004) shalaes CABE’s statement about
regeneration strategy shown above. The princidiesban design regard urban space
as a ‘place’ which extracts the identity from mewndristoricity, and tradition. As
Vickery (2004) points out, this place-making, which effectively mediated by
innovative design, is achieved only by extending aot simply returning to local,
regional or national design traditions.

The changes discussed above are found in manytsepod commissioned plans,
which are based on detailed statistics, in late08%hd beginning of 21st century in
the UK. As an example, ‘Quality of Life Indicatorf@udit Commission, 2002 and
2005) calls upon the local authorities become maxgvely concerned with the
quality of community. Similarly the UK governmentisew strategy, ‘Toward an
Urban Renaissance’ (Urban Task Force, 2005), ishatigpin its demand for (1)
public involvement and (2) dismantling of sociadacultural sectarianism by social

network-oriented urban planning.
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Meanwhile the Urban Task Force’s report in 200wdards an Urban Renaissance,’
reinforced all of the above points. It presented detail a design-led urban
regeneration which includes components of the asstand social wellbeing with a
rigorous study of the social and economic functibyaf a given urban area (Vickery,
2007). According to the Vickery ifhe Emergence of Culture-led Regeneration: A
policy concept and its disconter{&007), the quality of building and open space are
defined by the human motivations and quality o#,liftvhich is based on genuine
socio-economic renewal. Thus, the aforementionedvative development in the

field of practice shows the clear evidence of trehdnge in culture-led regeneration.

The aims and achievements of True Urbanism andesigd-led urban regeneration
are clearly positive. However and inevitably, thare negative knock-on effects. As
Julier (2005) notes, hard branding has provoked toee strategies, resulting in the
serial reproduction of would-be signature buildirmys ‘name’ architects, ultimately

homogenizing the identities of cities and attemgtny advantage accruing to their

competitiveness in attracting and retaining busiaesnd residents (Knox, 2011).

With the debates on the issue above, Miles (200£) aotes that the principle of
urban design planning creates the fantasy of nastesx cities and justifies the power
of rulers. For these reasons, Miles (2000) anctd(®005) arrive at the point of view
that the process of urban planning is often deweslopithout considering the life of
residents. Considering the emphasis which is placethe importance of community

and quality of life, this is a major irony.

In the earlier period of development, which is edlthe ‘first stage’ in this research,
most urban regeneration projects by city plannegsf@cused on re-furbishing or re-
modelling the outside features of existing urbamcttres including buildings and
street infrastructures. This can be successfudrims of city promotion and renewing
outward features of the city. However, as pointatllly many researchers including
Miles and Kirkham (2003), residents’ welfare ani@ lremains in the gap between

ideal urban spaces and their physical conditions.
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As Fiske (2005) asserts, urban regeneration hasdgaluable method of developing
a better environment among existing methodologieshee late 28century. The
change of civic mind-set in the %fentury requires an alternative way of urban
regeneration for fulfilment of cultural and socr@eds which are based on residents’
own lives. This change in mind-set has emergedhasbiackground to cultural
regeneration and it has resulted in the understgnafi cultural space as an everyday
life space, with the ultimate aim of making an urlspace free from the system and
power. (Fiske,2005; EditeGuins, 2005)

This ideal may be the starting point for culturageneration but the reality can be
quite different. Although all cities should indeleglve public spaces where people can
meet and congregate on their own terms, many Igogernments and councils,
tempted by promises of increased value and incomm fland sales, allow the
development of privately owned and controlled indslmopping malls in the town or
city centre. Immediately, therefore, such spacencabe defined as ‘free from the
system and power’. Directly concerned with this rqpdr@enon, Robins (1996:88)
criticises the first stage of urban design. Henokai ‘Urban regeneration reflects a
more acceptable face of rationalism, and failsdme to terms with the emotional
dimensions of urban culture’ (Evans, 2001).He alsbates about the homogeneity in
space when the national or city culture is no lortgeable. However, the evidence
over the past twenty years in cultural cities arajamsites and their emulators is that
urban space still retains its homogeneous staté) tie compensatory design
effectively marginalized in both spatial and symbaérms (Evans, 2001). Thus, the
aims and impacts of both design-led and culturereggeneration are weakened by
this rationalism. Examples of this can be foundaman cities like Seoul or Shanghai
where recent development was speeded up by big sdahted planning. The project
led by the celebrity architect or artist often mags careful consideration of the site or
community in favour of the artistic inspiration,nsetimes ignores the local cultures,

and even fails to visit the actual site prior tmcept development.
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2.2.3 Soft Elements in Urban Regeneration

As explained in previous sections, 2.2.1 and 2.th&, development of culture-led
regeneration rapidly moved in the social and caltutirection by caring about
communities and by recommending participation. Withis context, this sub-section
will present the elements closest to the basic epihof this research.

The literature review will now address human atgiiased soft elements which are
central to the urban regeneration process and wirm¥ide the necessary background
reasoning for this research. It begins by seekmgniissing elements from the first
stage of culture-led urban design that the critiod researchers pointed out and as
Grasskamp (1997) observed, then reflects the chemgeirope in the 21st century.
The platform for this research is based on findimg key ‘soft elements’ in urban
regeneration planning in the 21st century. Thesét slements’ are principally the
intangible and emotional characteristics of pe@pld their relationship with space, in
the transition from occupying space to place-makihgey are termed ‘soft’ in
contrast to the term ‘hard’ used by Evans (20045320

If the criticisms of the first stage culture-lecban design, which were suggested by
urban design and regeneration researchers aneégstat such as Evans, Hall, and
Miles, reflect a European point of view, this reasbahas the intention of producing
an alternative model as a next stage of criticaktigpment. Therefore, this literature
review is not simply for theoretical debate or fwmoducing another level of critique,
but rather a way of identifying the factors whichllwelp develop a new model as a

tool that can be used as a methodology in reatipeac

In this research, the soft elements are categoiitedour groups: (1) engaging with
emotional elements; (2) re-evaluating experien8mavigating a small group and a

small budget; (4) developing community ownership.
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These four categories were derived from many yeaxperiences of the artists,
including the researcher who specializes in pudlicand design, as well as from the
criticism on the trials and errors of first stagban regeneration as pointed out above.
For convenience of understanding, this researchdebv soft elements into four
categories, as shown above. However, these elenafinesngage with each other

collectively, giving interactive influence and fesatk.

Firstly, ‘engaging with emotional elements’ covesgery intangible element which is
related to the residents’ mental and emotional gegeent with the communities and
everyday living space. Grasskamp (1997) sharedidve that the ‘space’ became the
‘place’ which is integrated with these emotionareénts. Therefore, the relationship
between the perception of people who use the @a@n everyday space and art and
design that intrigued the perceptions began to éakere significant role.

Secondly, ‘re-evaluating experience’ means theswdiery of values existing in the
processes which have become neglected as a résuging mainly economic value
oriented evaluation systems. It also concerns pergeence of residents and visitors
in the process of the project development, who éhiga with the human-centred

viewpoint.

Culture-led city regeneration advocates prioritigime ‘experience’ of place as the
driver for successful place-making (Garcia, 2004gre, the ‘experience’ suggests a
rather subjective, intangible and individualistiopression of place as described by
Norman (2003) who proposed the ‘experience dedigory.’ In a broader sense, it
can be linked to McCarthy’s (2002) notion of ‘eméémment-led regeneration’ which

also gives attention to the human experience.

In the case of public art in the city, it also sisatat the trend moves to ‘experience’
from monumental sculpture. Some interesting example offered by Grasskamp
(1997) who notes that, in order to attract thenditb@ of people, public art needs to
have no political demonstration, no unsightly hrgde, no increase in street crime
and no ubiquitous dogmess.
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Grasskamp (1997)mentioned that nothing scandafiseple in the city more than
public art in a public space which does not have ewening rush-hour jam. And,
nothing could enrage citizens and weld them intaualusolidarity more than a
sculpture by Henry Moore in a small town in post-waermany, or a monumental
house of steel cards by Richard Serra on the statjoare of an industrial town like
Bochum. He gives attention to the need of intereento shake and rock the
everyday banality of life and describes the proadskow place identity is created
and makes a certain public space unique.

Grasskamp(1997) also narrates that when art sdaeslapeople in the city by
transforming public space so radically, it also esknany people become conscious
of that space for the first time. Those are theppeavho otherwise would use it
unquestioningly and appear neither to perceivetoawant to consider the changes
occurring so rapidly and comprehensively withinTihen, caught up in this mass-
mobilisation of emotional responses, the residdigsover the city as their common
property and wish to defend it against ‘infiltragorBut, he argues, the process of
public space becoming a territory to identify wishan archaic reflex, which is a step

to exclusion that strives to play down the degrfeeomplexity of modern life.

Thirdly, ‘navigating small group and project’ islated to the project designed for
small group participation in relation to the stuasfyhuman scale. Some comparison
may be made with cybernetics which is the sciefiesing a small model to replicate
a larger more complex model by extricating the &gyments from large complex real
world problems. It is also working with a small lyetl compared to the $Gentury

versions of regeneration projects which were ¢séid in previous sections in this
chapter. A cultural environment that is more dyrathian a giant exhibition can be
developed where creative events of small groupsetigated. A creative city needs

more time for investigation to search for ‘smalbgps and projects’.
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Marshall McLuhan, one of the media’s earliest andsimimportant pioneers and
thinkers in the 20 century, described how the contexts of informatiechnology

heavily affect how we perceive the content preskideus (1964). He predicted that
as the media environment took over more and mowupfives, the artists that could
best plot a course for that multi-contextual areaednise of their ability to interpret the
effects of context. Now, with the spread of thesingt, it is apparent that McLuhan'’s

predictions are becoming a reality.

As McLuhan (1964) asserts in the considerationenses and scale in urban design,
the automobile has an outstandingly bad impactesngptual sense where as the fast
moving car makes the driver incapable of seeingdbes of people in the street. It is
not just the case in America, but also the casasia, and especially in China and
South Korea both of which are developing theiresitiusing 2Bcentury town

planning.

By warning about the violence created by cars,|b eriticises this method of urban
planning whereby the town planners are seeking veangs means to buy back the
cities for the pedestrian from the big transpootainterests. As a result, he states that
the residents of the city become imperceptible beedhe cars have become the real
population of the cities, with a resulting losshafman scale, both in power and in
distance(McLuhan, 1964).

‘Developing Community Ownership’ is the elementatetl to the strengthening of
community ownership through participation. Flor2@)0) named the post
industrialism era as the ‘creative economy peribk 'foretold that the wealth of the
city depends on educating the creative class. Téatige class can be raised in an
environment where creativity is regarded as a pyiofor a community to be
sustainable, and a social system that can supp®rtreative group is prepared. The
activities of making a better city are often foundbe working under a strategy that
focuses on re-discovery and on renovating the uszgeistorical architectural
buildings. Those activities are also driven by wsial refurbishing of the physical
environment. Florida (2000) also asserts that tbetimportant value of the creative

society comes from the social environment which ods various cultures.

32



The creative living environment also comes from tlevelopment of residents’
creativity, not just from the development of artesid designer groups’ creativity.
Therefore, Florida’s creative city involves the labbrative networking of creativity
among artists, designers, architects, and theaetsdA continuing influence on the
motivation for art creation, and, in particulare ttreation of public art to be installed
in public spaces has come from tkecularisationof the European world. This
secularisation of the public space maintains iisi@mce and will continue to do so. It
is now the norm and allows the citizens’ voice ¢ohieard, an essential element of any

public art.
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2.3 The Development of Public Art in Urban

Regeneration

2.3.1 The Relationship between Public Art & Design and Culture-led

Urban Regeneration

Changes in the political economy of urbanizationcsi the mid-1970s caused
significant adjustment in the content and directadrurban design and planning. As
Knox (2011) shows, the new trend in the lat& 26ntury was to make art and design
take one of the key roles in urban design and tfdo ibecome one of the main
contributors in economic competitiveness for maitigs. In particular, ever since the
1950s, artists in Europe and North America haveglsba new relationship with the
city and the urban areand have tried to interact with the environmebgraloning
purely decorative or ceremonial purposes (Miles9719Mile, Hall, 2003; Sacco,
2006).

Many authors provide evidence that, as a city grguslic planners and city
administrators are no longer able to keep up Withgace of change, since they rely
on outdated models of interpretation and governgiBm®/one, Mazzette, Rovati,
2007; Bovone, Ruggerone, 2009). In such a contbettechnical language and the
technological tools which traditionally charactedsurban planners’ background and
expertise, essentially based on validation by lalgrationality as the only measure
likely to bring understanding to urban change, lobaswith the need to engage with
inhabitants’ everyday life. The most remarkablengfeaoccurred in the design culture
which fostered the birth of a heterogeneous panarafhartistic interventions in the
public space, which we commonly refer to as puattqMiles, 1997; Cartiere, Willis,
2008; Knight, 2008).

The relationship between public art and urban desgged to be somewhat one-sided.
Being subservient to urban design, public art hagays been a part of city
development or city re-generation planning, regesliof whether the role given to
public art is important or not. (Hall and Robertsa801)
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Hall and Robertson(2001) observes that the Pulblibecame increasingly justified,
not in aesthetic terms, but rather on the basigso$upposed contribution to what

might broadly be termed urban re-generation siheel©80s.

As the French sociologist Pierre Bourdieu notety, development strategies aim at
transforming cultural capital into economic capitatreasing the urban surplus in the
face of an ever intensifying competition. Thus,ré@asing intermingling of economy
and culture, including urban design, has been drteeoconceptual symbols of the

economy of the entrepreneurial city.

In the paper oThe Emergence of culture-led Regeneration: A palmycept and its
discontents Vickery(2007)shared the statement with Hughes§)l98that the
instrumental economic benefit case for the arts weascharacterize culture-led
regeneration advocacy, though with the caveat thatarts subsequently became
subject to the same instrumental performance italisaas other non-cultural

contributions to the regeneration process.

An appropriate cultural candidate for involvement urban regeneration was, of
course, public art. As a historic addition to amy @very city or even village, in the
form of monuments or fountains, public art tendedite-step the more rigorous of
the arguments on the economic benefit of the brthe 1980s, there were significant
developments in the area of public art. The mosalsie development was the UK'’s
Department for Environment’s sponsored researcjegt,aesulting in the publication
Art for Architecture — A handbook for commissioriietherbridge, 1987).

Many more recent projects are documented in thes Awuncil England’s major
three-part reporffhe Power of Art: Visual Arts: Evidence of Imp&CE,2006). In
this report, ‘regeneration’ is one of the three anagocial policy’ areas they engage
with (health and education being the other two).$hecessful integration of art into
regeneration projects often helps as a catalysstfiocessful regeneration, creating

interesting and enjoyable open spaces.
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Robinson(2009) mentioned in his pageuplic Art and Regeneratiomddressing the
strategy adopted by the Arts Council England (RuBlis South West), the public art
should enhance the people’s awareness and enjoywheéhé environment, help to
understand the world and offer opportunities faists to interact creatively with
people and places. In the report of Hastings Bdrodguncil (2005)A strategy for
developing Public Arts in Hastingthe Arts Council of England states that excellent
architecture and urban design, distinguished exesnpt public art, as well as high-
qguality and well-maintained public space, are dbote to creating local
distinctiveness and a sense of place and, by Imgngeople together, they help
develop a sense of shared pride and identify wisichtal to thriving and integrated

communities.

Hastings local government council also identifiénlee key aspects underpinning
their guidelines for developing public art in thelipy and strategy reporBride of
Place: Public Art in Hasting2005). The key findings reported were: publiciaran
important tool for creating successful communitesl places; it has a role to play in
public business and residential areas; the pashdéetias seen a renaissance of
activity and interest in public art that has beeiwvah by a new urban regeneration
agenda. The message is clear ‘public art aids urbgeneration and has the unique
ability to bring together social, economic, and §ib§l aspects of urban improvement’
(Hastings Borough Council, 2005).

As discussed above, there has to be some econommsomal benefit in the

development and installation of public art. Reseatas been carried out to
demonstrate how effective this has been in othetirtions, due to the need to
measure the impact and value of publicly commissioworks. Three examples are
highlighted here from the Art and Architecture Jair(2005).The first is Newcastle
where ‘research into arts tourism has shown thedntplay a major part in economic
regeneration and in helping to promote a positaage of an area.’ The projects in
Newcastle Gateshead have ‘helped improve the emvient for local residents and

visitors’ (Art and Architecture Journal, 2005).
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The second example identifies the impact of new prbjects in Morecambe that
were measured by Lancaster City Council Tourismdbpent and, although the data
iIs some years old, the trend of it demonstratesnigortance in illustrating the
increase in tourist enquiries (Art and Architectdoairnal,2005).

The factors evaluated were firstly, the developralenactivities-commission,
installation, investment, collaboration, participat exhibition, performance,
intervention, dialogue or theoretical indicationdasecondly the role of public art -
architectural collaboration, urban design, socedponsibility, cultural regeneration
and sustainability. Thirdly, the regeneration - lpukart has a ‘cultural function’
through architectural branding and signature bogdj gateways, landmark features
and art interventions are now an indispensable parany city’s cultural and
architectural identity.

This is exemplified by the Lottery-funded Art of ganeration programme in

Northern Ireland that supports local authoritieshia delivery of arts-based projects
that tackle issues of concern to local communitegh as good relations between
members, the environment and anti-social behavibug. projects have included the
functional public art in children’s play areas maol& of recycled materials and

drawing on the positive experiences of local comityugroups and building on a

shared community interest in traditional music hh@ce cross-community activity

(Art and Architecture Journal, 2005).

Another example of related practice is the inclnsad modern architecture in the
redevelopment of Cardiff Bay. This major regen@mfproject which, in many ways,
apes that of the Docklands in the 1970sand 198@gh$do revitalise the derelict and
unwelcoming Tiger Bay into a major waterfront deation within Wales’ capital city.
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2.3.2 New Development of Public Art in Urban Regene ration

Miles (2000) defines ‘public art’ as the art thaiinstalled or exhibited in a space open
to the public, stating that ‘as commemorative ®atand sculptures were a boom in

the 19" century, cases of various art coming into urbatep are increasing.

Correspondingly, the concept of public art was catited by the English art
administrator John Willett in the 1960s, who comtednon the modernist objet-arts

that were occupying public space in the U.S.A.

Willett raises the issue of the art’s public valnéis book,Art in the Cityf1967),that
people could not dismiss the charges that onlylectwsl few were able to enjoy
visual arts and “art is becoming something thatydhe people who can buy it can
enjoy.”"He also states that public art should becanmwe common, so that more
people could benefit from art (Willett, 1967). Aettime, Willett's idea of ‘public art’
was understood as large pieces of sculpture iastallitdoors.

However, moving into the 2lcentury, the trend of privatising culture, theibas the
symbolic economy of the entrepreneurial city, ha®ad from America and Western
Europe to the entire world. The core of privatisauifure is corporate art intervention
(Wu, 2002). Hence, in the emerging market countaetssts have been asked to carry
out more functional roles. In many cases of urbasigh or city regeneration projects,
however, the public art domain is not clearly idieed and this has led to some

criticisms of the development of public art, pautarly by Patricia Phillips.

Phillips (1988) addressed the failure of publictartritically intervene in the process
of urban design and re-generation and she idedttfi® reasons for this. The first
reason for the failure is that the bureaucraticcess of public art creation caused
avoidance of demanding intervention in the pulgbace. The procedure for public art
creation includes: (1) a complicated bureaucraayegotiating and arranging budgets;
(2) multi-stage competition and selection procd83;health, safety and insurance
constraints; (4) selection committees composed ashroissioners, curators, other

artists, agencies, administrators, and communpyesentatives (Philips, 1988).
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The result of this ‘machinery’ is ‘the productiof largely bland, un-provocative art
that offers neither critical disruption nor arttstisk or challenge’ (Hall and Robertson,
2001). It is ironic that an enterprise aimed, aiste at enlivening public life, is now
seen to be running on gears designed to evadeoverdy.

The second reasoning of Phillips is that the retedhip of public art to corporate
patronage, through mechanisms such as ‘Percenfrtgris further fettering its

critical possibilities(Goodey, 1994; Hall, 1995; I8, 1997, 1998).‘Percent for Art’
schemes have generated most of public art's majdgdéts and involved its most
famous artists. The Percent for Art scheme stayjethé law that an architectural
development larger than a certain scale must ieclrwork, and is used in many
European countries as well as the United StateKanela to support art and design
environment. However, its reliance on public andpooate sponsorship and its
location in the ‘colonized’ spaces of the post-nrodety centre have precluded any

disruptive intervention in the urban scene.

Rather, public art became one of the mechanismswvbigh corporate finance

inscribes difference and exclusion within the urbandscape. Corporations lend
these spaces auras of distinction and exclusivigrapriate to their corporate

contexts. Whilst not suggesting that such meanargsentirely closed, public art in
such circumstances derives its ‘publicness’ frome ‘tnarrow and questionable
publicness of these spaces’. Rather than seekimggptance through bland

inoffensiveness, Phillips (1988) also argues, fhatlic art should seek to enliven
public space through the encouragement of contsgyvetebate, disagreement and
discourse. There is little evidence that this ageh@s been seriously pursued,
however, except through some limited temporaryrugietions (Hall and Robertson,
2001).Phillips’ criticism on the situation facingific art covered not only a much
narrower relationship between public art and urbegeneration, but also a much
extended area of the relationship between art bactity. This broader coverage of
Phillips’ argument (1988) leads to looking into wiikind of situation public art

faced in the American cities in the latter haltteé 20" century, and how public artists
tackled the problems they faced. In the 1980s,va art movement that concentrated
more on space than objet-arts was born and thaéscs called to as ‘Art as Public
Space’ (Kwon, 1997).
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NEA's Visual Art and Design programmes in the U.8uérked with visual artists and
professional designers to develop a new collabaratiodel. Also, local governments
adopted a pooling system to support public art asré of urban development and
regeneration. During this time, with the emphasigmcticality, sculptors, architects,

and environmental architects began to collaboratefk 1997).

Although authoritative art was taking up the spattzens seemed to think that it
was a wise investment of taxes. Yet art policiéee lthe ‘1 percent policy’ of
architecture, showed their limits, stuck betweea tbsponsibility of public spaces

and developers’ profit-seeking behaviours.

Public art also went through many changes from ldie 1960s, up until the
present2010s. Had the public art been approachadammalist way like modernism,
problems arising could be easily exposed becausespiace where public art is

executed is the territory of the ‘public,” whichnsver neutral.

Later in the 1970s, through discussion of the sefisspace and the concept of site
specificity, various forms of public art were pligetd, focusing on the works and the
environment surrounding them. In the 1980s, pulficconsisted mostly of works

that collaborated with city planning, urban designd architecture. Throughout the
1990s, the concept of art changed and audienceipation was extended, and New
Genre Public Art, the public art that focused oe tommunity, developed. The

driving force for such change in public art was thevement to overcome the limits

of modernism.

Public art projects that are combined with citycgaan be classified into two kinds.
One is for creating the identity of the city or tplace, making the city unique. The
other is to connect with the local community, aelng the social roles of artists and

participants through collaboration in real-life spand everyday life.

As Hunt and Vickery (2010) note in their paper, fhist decade of the 21century
demonstrated the vast opportunities for creative @itical ‘engagement,’ activism,

social dialogue, cultural co-creation and collestparticipation.
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Public interventions by public art were epitomizedthe 1960s by the Fluxus
movement; in the 1970s by the site-specific decansve architectural ‘building cuts’
of Gordon Matta-Clark; and in the humanist reactmexcessive urban development,
which in turn sought to reintroduce art and artiste the public sphere as a catalyst
for human interaction. Subsequently, public art ht#igacted disapprobation in the
international art world as its initial frameworkkaveative conception are conditioned

by social, political or financial factors (Hunt aNatkery, 2010).

Public art in the 221 century continues to include commemorative civialsture,
decorative abstract murals, modernist welded-matglop art icons, city landmark
monuments and art-architecture or art-civil engimgecollaborations. Public art is

often devised as a ‘scheme’ for a multitude of fmees (Hunt and Vickery, 2010).

According to ‘The Interventionists’ co-curator, Thpson (2001), art from the 1960s
and 70’s such as Joseph Beuys’ Social SculpturdsAtem Kaprow’s Happenings,
transcended the art project by including their sotvinent and audience into the art
making process. This is because they envisioneddamdloped participatory spaces
that embraced the project, artists, and the pedooa as well as audience.

Over the past 40 years, the re-examination of thekgect and its relationship to the
environment it is displayed within is due to risiaggareness among artists that an art
piece’s context affects the way that it is perceiv&lthough the doors of the museum
are open to all, the museum environment is actultgatening to most of the general
public society. ‘If the love of art is the clear rkaof the chosen, separating, by an
invisible and insuperable barrier, those who arehed by it from those who have
not received its grace... museums betray their tnaetfon, which is to reinforce for
some the feeling of belonging and for others tletirig of exclusion” (Bourdieu and
Darbel, 1990, p38).This sense of exclusivity of tmeseum is perhaps outdated now.
It is possible that the increasing accessibilitg @arevalence of public art, along with
the public’s expectations of interactivity have thished any feelings of un-
belonging and have promoted a sense that involvearah engagement with art in

public spaces is a given.
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2.4 Rise of Community and New Genre Public Art

2.4.1 Community and Participation in Public Art and Design

Coming from an intention to encourage a broadaatiion of the community minded
public project to tackle social exclusion and asamsequence of the perceived
strategic importance of the culture in urban regatnen, as discussed in the previous
sections of this chapter, a great deal of reseaat aimed at demonstrating how a
public art project can create social impact on camities planning and executing
urban regeneration with a relatively low budgetr(iley, Matarasso, 1996; Matarasso,
1997).

As studied in the earlier sections of this chafsections 2.2 and 2.3), the boundary
of public art & design is going through many phasédgransformations, which, in

turn, are influenced by the changes in strategypatidy of urban regeneration policy.

By emphasizing the important factors pointed oufhyrida (2005) and Peck (2005)
the art-led large scale regeneration contributetthéoplace making. However, as Hall
and Robertson (2001) and Miles (2003) criticisesthgrand scale public art projects
often presented disadvantages to the concerned ooiti@s. Thus, there is a strong
need to promote and recover a sense of shared apdaalue of everyday life for the
communities. In this sense, public art takes a wddlentervention which engages
people with regard to establishing social practfioeshe community. This is because,
referring to Finder’s (2005) understanding, eveyydeeative practices are materially

constructing the place.

One of the Urban Task Force’s reports to CABE iA20as a supportive text relevant
to this literature review. As a part of its summarfythe demands for design-led

regeneration, it contains the explanation thatucaland participation are regarded as
major driving forces in urban regeneration. It eambes that the urban and town
planning process itself must have the factors of aad cultural resources and

activities (CABE, 2003).
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Another approach used by community-based artists agk people to be involved in
participation and to experience art is to createlipdorums for dialogue. As Dufour
(2002) describes, in North America, artists suchBasnie Sherk, e-xplo, William
Pope. L, and many others create such public foriamdialogue. However, although
they do bring art to the public space outside efrttuseum or gallery, these public art
installations only ask the public to be viewers aas one sided relationship, not
participants. Because the general public does adicppate in creating the art, they
are not included in the dialogue either. Instehd,drt installations are alien objects in
the viewpoint of the public environment, as it hesdistance with the viewers’

everyday life objects.

The consequence of such approaches are the chedlémgaise interest and identify
needs through participatory art programmes whiehrasponsive and motivated to
communicate with and respond to the local’s voiieerefore, public art & design

projects combined with city space in regeneratioocgss can be divided into two
types. The first one is to contribute the noticeabsual identity to the site, the urban
place. It is often combined with grand architedtueadevelopment in collaboration

with signature artists on a grand scale. This & tiladitional public art & design

project approach related to urban regenerationeimeral, as introduced in sections
2.2.2 and 2.3.1 of this chapter.

The second approach to be identified here is that public art & design project
approach that creates a connection to the local maamty. As Carey and
Sutton(2011)pointed out public art & design meetshwhe local needs by its

flexibility and interactivity.

This means that public art engages with the locahraunity to develop personal
development of each member as well as social cohesdithe community. It can be
provided by a new project methodology of public &rtlesign project which builds
positive links and strong relationships with thesident's social and physical
environment. The phenomena above can be explaynéuebexpression of Eco (2006)

that ‘we have been separated from Descartes'snadiso.’
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This research seeks to find the roots of the liglpnints of debates on the importance
of community coming to the fore through lookingarthe opinions of sociologists.
Smith and Jenks (2000) find the community’s seligrating ideas originate from
early writings of Durkheim’s human-centred analylis sociology. It corresponds
with the famous ‘sui-generi phenomena’ of Durkhéir®64) which is understood as a
concept of autopoies is - a closed system capdhbiesating itself. Of course, this is
not speaking of the mechanical solidarity discudsgdurkheim (1964). The power
that provides a community’s feeling of solidaritydasense of belonging is in morality
(Smith and Jenks, 2000).

Durkheim saw the modern city as a community, arghested new interpretations of
the community saying that he was not only talkingpw@e the commonly known

mechanical and specialized society which is aprogc The ideal collaboration and
links between community members as a society basedthics and justice, which

were debated by Durkheim (1964), may be realizd¢terpublic art & design process.
This is because within participation-based, comitydamvare projects, the elements
such as social class conflicts, pressured labout, femancial discrimination can be

eliminated.

The rise and development of culture-led urban regsion studied in Section 2.2
directly influences the development of public &tumber of researchers addressed
the issues that are related to public art as aur@iled regeneration strategy. By
suggesting five categories of key questions- EmgliriPolitical, Cultural, Structural
and ldeological — Hall and Robertson (2001) supfi@timpact of art on regeneration

planning.

The above gquestions are raised for achieving a unalale impact, which ask about
structural limitations and relationships betweerblguart and urban regeneration.
Those questions address the difficulty in measuneémend acknowledge the

complexity which occurs when dealing with publit. ar
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McCarthy (2006) also points out that urban regem@raising a cultural tool such as
public art must not rely solely on measurementarigtble cultural value and the
nature of art give researchers many complex chgdienn confronting the difficulty

of making such measurement. However, McCarthy (RG0S0 notes there is an
advantage and achievement in community projectgyusmit. This comes from a belief

more than from ‘objective monitoring’ or ‘empiricgistification.’

Global trends of the late $6entury in culture-led regeneration may be seethén
way public art delivers a civil identity and symlwloviding visual attraction to the
visitors and media. But by the 1990s, there is aartowards delivering community
needs based on social and cultural participationmesidents. As a result of this
transition, the first decade of the *2tentury has demonstrated various projects
related to community engagement and social dialogeévism and cultural co-

creation and collaborative participation (Hunt afickery, 2010).

There have been discussions on whether this mortaimgpectacle in the dull city
space will cause hegemony of a certain social abassreate social relationships.
Such questions as ‘What is the reason for the§ec2dtury monuments to fail to
achieve permanency?’ have arisen. Some criticseditat it is because the shareable
value collapsed. In other words, because pluraésih cultural diversity has spread,
the ubiquitous point of view lost its place. Likes®j public art, which integrates
public character to the hegemonic roots within ¢h@®numents after the 1960s, went

through a phase of diversification.

Participatory art, by consensus, involves a sigaift ‘work of art’ able to withstand
the critical evaluation of ‘art world’ critics. Thparticipatory art project, however,
may not involve a conspicuous artwork, or evern daes, the value is lodged in the
interaction between participants. This is the staddlistinction, which, it must be
said, can be reinforced by art world prejudicesregavhat is commonly understood
as ‘social therapy’ against what must be preseraedhentic art’'(Korean Art Council
Report:2010).
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As an example, British and Global Social Designegxpents are moving away from
the method by which the expert leads and the usg\g participates passively, to co-
creating a collaborative work which works as a kafidocial communication system.
This social experiment, in the process of design,not a simple and reactive
participation which collects and reflects on thergsopinions. It induces implication

of the users’ needs and is focused on the soclel @b design which is led by

participation. Social experimentation of designdimns as a mediator to stimulate

and persuade members of the local community.

Eventually the goal of the process requires actiggticipation. The geographical
background of participatory social experimentatmindesign has a ‘place’ as an

object which is a social unit which consists ofrgday urban life.

According to the symposium report for Folkstoneetinal in 2011 Stretching New
Boundaries: Participation in Visual Atty Vickery, ‘Groundwork’, ‘Creative Space’,
and ‘Place Check’ movements in the UK are examplethe notions mentioned
above, which are social experimentation and pragdtidgiated by local communities
for better life in the urban environment. ‘GroundWas a kind of federal trust that

works online and offline, run by the European Unidmarities, and individual patrons.

The purpose of ‘Groundwork’ is to develop sustaleabommunity and execute
thousands of projects in one year, focusing onruregeneration projects, including
old infrastructures of towns and cities and to dbote the solution for

unemployment and crime rates. ‘Groundwork’ cons$three substantial sections.

The first is ‘for people’ which is providing the @hce of education and participation
to community members. The second is ‘for placegttliis for a better environment.
The third is ‘for property’, which is to build sasbable communities through joint
environmental action. The ‘Creative Space’ intragkithe framework of participatory
design. It also introduces and broadcasts the wmaimunity through projects which
residents participate in. The groups above show ti@ way to create a better
environment is through public interest in everydgace and collaborative working

process.
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The researchers presented the cases for non-raitipublic art which had a
contrasting position compared to so-called tradalgublic art, typically site-specific
sculptures. Jeff Kelley, in his article ‘Common Womade a strong case for public
art by strongly establishing that public art crasseer a threshold through some
opportunities in the late 1970s, moving from sim[diges’ of the city to ‘places’,
transformation of space where the lives of peopteract with each other. Public
artists have seen the transformation that siteHspemrt was changed into art of
‘place’(Kelley, 1995).

Participatory art may just be discovering histanycovering suppressed or embedded
memory, making claim to a place and space, or iegrhow active citizenry can
shape the urban environment. Participatory art beagallery-sited, outdoor situated,
engaging a targeted constituency, an invited @anaom public. Participatory art will
therefore reveal the points of tension betweerstaatid participant, the contradiction
between the ideals of free association, intera@mhthe demands of art dialogue. Art
therefore is never socially neutral or simply légon from social norms.

Participatory projects need to operate on mandfit registers at once.

The above are examples of the new type of pubtickadesign project indicating
diverse experimentation of combining performancangorary installation, site-
specific work and other genres with social-activgrniented themes, focusing on
participation of people in the city. During the sd@nd political changes in the late
1960s, socially engaged public art was influencgthk resistance movements (Lacy,
2004).

As Lacy describes (2004), social changes led to ititegration of life and

communication with the real world, which was thasen for the abstract aesthetic
value from modernism to become faded. Public arkvioat reflected the meaning of
places and induced public engagement and emphasim@donmental experience

focusing on people’s lives started to change pudtién the 1990s.
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She also argues that artists who sought alternativerojects with the site-specific
ideological nature of public art started followiagant-garde art’s political tendency
and worked on art which benefited the public, toch#ed ‘New Genre Public Art,’
rather than following traditional public art. Newe@e Public Art was influenced by
behaviourist art in which the spectator is involiedthe art work which is then
considered as social action carrying its sociatesi(Lacy, 2004).Therefore, all the
recent development in public art as cultural prigigia late 28century made the

ground fertile for new genre public art’s emergence

2.4.2 New Genre Public Art

New Genre Public Art, unlike public art of the pastbased on participation. New
Genre Public Art has developed the new trend ofraamity-based public art projects.
As an alternative public art practice, it turns @peors into community participants
sharing art work production’s artistic initiativegth artist. New Genre Public Art
proposed the cooperation between the audiencehandrtist as a work, and brought
forward a new form of art. Also, it supported tlembination of art and everyday life
by embracing social and political problems. Thigught the change in the concept of
‘site’ in public art. The site was contextualizétfith the notion above, spectators,
from passive watchers or viewers, became activiecgeants (Kwon, 1997).

Historical implications of the New Genre Public Are to be found in the exhibition

project ‘Culture in Action’, the Chicago based pabart programme. Culture in

Action (Jacob, Brenson, and Olson, 1995) showed &dwan be public and support
social issues. The project was composed of eighnoanity-based art projects that
addressed everyday life issues of residents. liddoe read as an extended public art
work from the existing boundaries of art in modsmicontext. Through the process
of the project, collaboration became an essengahent of aesthetics in art. Suzanne
Lacy participated in this ‘Culture in Action’ praje and subsequently outlined the
theoretical framework of New Genre Public Art, chieng the passive spectator to

proactive artwork-maker.
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New Genre Public Artists not only rely on ideas ethattack traditional boundaries
and come from the avant-garde, but also add seihgitd social strategy, audiences,
and visual arts (Lacy, 1994).New Genre Public Astimnfluenced by society-
participative art which considers art a part ofigbactivity and raises its voice about
political opinions. It is, in addition, a trend whi meets the tide of post-modernism in
art practice of recent decade, as in the New GPuidic Art which was put into
practice in the ‘Culture in Action’ project in Clago from May to September
1993where Artists of eight groups worked with vasocommunities in Chicago,

choosing their community based on their interestssubjects.

In 1995, Suzanne Lacy framed the specific modeklbped for art which was an
important part of public engagement strategy asdalilanguage, and stated that “we
shall call this New Genre Public Art, to distindui# from past installations and

sculptures in public spaces referred to as publjdteeir forms and intentions”.

Even to date, now in the 2Eentury, New Genre Public Art does not considsite
as a physical place, but a space where socialjraljltand political communication
exists, and encourages community and audiencecipation, sometimes working on
the project itself. Art projects lead by the coyrdind private economy which attract
public interest and participation are also a pailew Genre Public Art. The process
is not commercialized and creates a space wherdgyean feel a sense of unity. The
‘Crystal Quilt’ by Lacy (1987), which was shown Tiate Modern Gallery in 2012 in
her solo show, is one of the major characters ofimanity art project. It indicates
that New Genre Public Art includes not only paigtirsculpture or film, but the
combination of various media. Also, installatiorerformance, conceptual art, and
mixed media art can be categorized into New Gemte aéAterm which covers all

experimental contents and forms.

According to Lacy (1994), New Genre Public Artistst only rely on ideas which
attack such boundaries, but also add sensitivitgdoial strategy, audiences, and

visual arts.
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New Genre Public Art became a foundation for nevwpaoojunities in public art.
Communication with the audiences, who hitherto weomsidered unspecified
individuals but are now more defined, was a fornamfthat was needed in society at
that time. By directly addressing and engagingi@adar community audiences in
public spaces, artists explored the strategy fwostion themselves as change agents,
and re-position public art as an instrument foramrbe-vitalization. With the general
public, New Genre Public Art was a way to awakelues that, through modernist
aesthetics, were concealed or considered non-rtraisns (Kwon, 1997).

Modernist art was typically represented by largalescsculpture in plazas, what
Lippard(1995) referred to as ‘plunk art,” with pagsaudiences. New Genre Public
Art challenged the modernism public art by turnitige audiences into active
participants (Lippard, 1995).

The most fundamental challenge set up by New Geabdic Art was that it called for

a re-evaluation of existing definitions of art. lisual course of project execution -
creating events and inviting people in the cityaatve participants with the intention
to re-build community-leading to the blurring ofurmlaries between the art work and

social campaign.

The artists leading the new wave sought to firmice this type of activity in an art
context, and asked the audiences and critics tefiee this new art form, breaking
away from the existing framework of art.

Lacy (1995)illustrated her case as an exampléngifor seven days in an abandoned
hospital room, charting the private conversatiohe fiad with patients, nurses,
doctors, scientists, and administrators. In thiy,v&he, the artist as ‘Experiencer’,
became a conduit for the experience of others.
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Lacy(ibid)also pointed out the fact that one of thajor contributions of feminist
thought in the previous two decades was that iddadi ‘Experience’ has profound
social implications. On the contrary, she argues thost cases of experiencing have
been manipulated in the service of advertising pnodtics, for example, where
products and politicians are linked to desire aradues, having seen private
experience lose an authenticity in the public getttat art may, at least symbolically,
return to people. To make oneself a conduit foretkgression of a whole social group,
Lacy (ibid) stresses on an act of profound empathy, ability of artist to feel and
witness the reality taking place around her, irtipalar, when there is no quick fix for
some of the most pressing social problems. In ¢ihee of a ‘Reporter,” Lacy saw the
artist needs to focus not simply on the experiebat on the recounting of the
situation and calling audiences’ attention to sdmmef, in the course of gathering
information to make it available to others. Lacykes a comparison between two

contrasting artist groups.

While some artists claim simply to ‘reflect’ whatigts without any assignment of
value, others ‘report, implying a more consciousss random selection of
information. In the opinion of Lacy, the artist &eporter’ may engage with the
audience not only to inform but to persuade. Repgiimplies a conscious selection,
even though it would not necessarily be an analysiaformation. Lacy (1995) also
argues that reporting is inevitably followed by lgses, pointing out that from

reporting, or presenting information, to analysistishort step.

Nevertheless the implied shift in an artist's rate'Analyst’ is significant. As artists
begin to analyse social situations through thdir they assume themselves to have
skills more commonly associated with social scestiinvestigative journalists, and
philosophers. Such activities position artists asticbutors to intellectual endeavour
and shift our aesthetic attention towards the fanmmmeaning of their theoretical

constructs.
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What Lacy(1995) recommended are entirely new gjiatelements which the

disciplinary society must learn: how to collabordtew to develop multi-layered and
specific audiences, how to cross boundaries tor atiseiplines, how to choose sites
that resonate with public meaning, and how to ftarisual and process symbolism
for people who are not educated in art. She coeduldat artist-activists question the
primacy of separation within an artistic stance ambdertake the consensual

production of meaning with the public.

This research will experiment (in Chapter 6) withcl's guidelines and strategies to

suggest the solutions through art practice.

The Art in Act Movement in the 1980s attempted timdp up social issues of the time
to the public’s attention through various attempitsnerging people’s lives with art.
For this, behaviourist artists used various medansas billboards, posters, and public
transportation effectively. Such attempts enablgdnaovements that did not find
classification within art institutions, and espdlgiaffected the subjects and forms of
public art. Also, such behaviourist art valued camipation with viewers, and

consequently influenced public art in the senseithlmursued public interest.
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2.5 Key Findings and Next Stage Plans

As the second step of this research, this chamerumdertaken the study which
compiled professional and academic knowledge fronsetected spectrum of
researchers who have published relevant paperskshoeports and articles. It
overviewed the existing research materials in icatto the critical research
objectives and questions of this research. Becalifiee interdisciplinary features of
this research, the boundaries of the literatureeveware inevitably broad. However, to
understand the background and relationship betwablic arts, the design sector and
urban regeneration sector, critical evaluation wfhsinterdisciplinary literatures are

necessary.

For articulating the theme, ‘participation-basedlpuart & design,’ the survey of
theoretical materials started from the developnagrat changes in the trend of urban
design as well as public art & design in the ldeéhZentury.

It began with culture-led urban regeneration andlsb incorporates the critics of
culture-led planning of urban design. The new dgwelent direction of urban design
searched in this chapter (sections 2.2 and 2.8¢cedly related to urban regeneration,
is critically affected by its relationship with plidart & design. Also, the need and
interest for participation is raised in public &design and it was discovered that new
movements were developed (section 2.4).This resultaising the issues of cultural
and social values of public art in urban regenenatkinally, there is evidence of the
movement to the recent innovation of culture-ledamr design which is concerned

with community and participation.

Cultural and artistic programmes have played areasingly prominent role in urban
regeneration initiatives in the United Kingdom @nthe mid-1980’s (Landry and
Matarasso, 1996; Braden and Mayo, 1999).

The UK government’s Social Exclusion Unit has répdron the role of arts, sport,
and leisure. A key finding was that supporting jggration in arts and sport can aid
neighbourhood renewal through improved performamcendicators of health, crime,
employment and education (Department of Culturedigiand Sport, 1999).
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As Hall (2003) debates, the conventional readingpublic art and regenerated city
spaces tended to see urban space as sociallg spdate, not open to anything other
than the intended meanings inscribed by their predtu Nevertheless, geographers
and other social scientists began to see beyonddmmotic in their readings of the
city. As public art spaces became increasingly raénto the definition and
experiences of the post-modern city, they wereeailip such critical interrogations.
Such projects offered possibilities of opening lipraative geographies, histories and
sociologies of the spaces of the post-modern tiat have only been revealed in

academic representations of it until then. (Ha0032)

It is evident from the literature that public al$@went through many changes from
the late 1960s to the 1990s, up until the present.

If public art is approached in a formalist way likeodernism, problems are more
easily exposed because the space where publis arecuted is the territory of the
‘public,” which itself is never neutral. Thus, befothe 1970s when a space was
considered like empty space in modernism, the spaqaublic art was art which
brought along much controversy.

Later, in the 1970s, through discussion of the sarisspace and the concept of site
specificity, various forms of public art were piiaetl, focusing on the works and the
environments surrounding them. In the 1980s, pudnticconsisted mostly of works
that collaborated with city planning, urban desigmng architecture.

Through the 1990’s, the concept of art changed amdience participation was
extended, and developed into New Genre Public Ariclv was a public art that
focused on the community. The driving force forswhange in public art was the
movement that pushed art to overcome the limitaadernism.

New Genre Public Art became a foundation for nevwpaojunities in public art.
Communication with the audiences, who were consaiamspecified individuals
before but were more defined, now, was a form ofret was needed in society then.
With the general public, New Genre Public Art wasvay to awaken values that,

through modernist aesthetics, were concealed @idered non-mainstream.
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New Genre Public Art proposed the cooperation betwibe audience and the artist
as a work in itself, and brought forward a new fapfart. Also, it supported the
combination of art and everyday life by embraciogial and political problems. This
brought a change in the concept of the ‘site’ iblfguart. The site was contextualized.
With the notion above, spectators, from passivechets or viewers, became active

participants (Kwon, 1997).

Public art projects that are combined with cityapaan be divided into two kinds.
One is for creating the identity of the city or tplace, making the city unique. The
other is for connecting members of the local comityuachieving the social roles of

the artist and the participants through collaborain real-life space and everyday life.

According to the Korean government report, ‘A studly the Strategy of Urban
Design of Seoul,” a powerful monument served itsydn the beginning stage of
design development. While the first stage of cigsign sought for monumental
design projects, the second stage of city desigksldor city projects which are every
day-life-friendly and community-related projectsathare considerate of the human

scale (Seoul Development Institute, 2008).

These phenomena drew attention to the need of trategies for policy which leads
to transformation of space through collaboratiothwiommunity of residents and

visitors.

The following Chapter 3 will present the structarel methodology to understand the

process of this research.
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3 RESEARCH METHODOLOGY

3.1 Introduction

This chapter presents the methodology of qualgatesearch as designed and used in
this thesis which is primarily action based reseaoombining of Data Collections,

Cultural Probes, Experience Prototyping and Inewei.

Section 3.2 (Research Design) presents the ra#ionlthis research. It is the

foundation on which the research develops, whitimately leads to verification of

the proposed hypothesis of this research. Withia #ection, 3.2.1 addresses the
nature of this research and the consequent featdirdg®e methodologies selected in
this research, and 3.2.2 shows how the resead#signed. The following section 3.3
introduces the research structure to understangrbeesses and relationships. This
section 3.3 covers the roadmap and methodologyhisf research. It presents the
rationale and philosophy and argues the case éochhbice of the qualitative approach
to this research, and introduces the methodologls tased in every chapter. It also
highlights the features of the chosen methodsudinf participatory action research.
Section 3.4 summarizes Chapter 3 and concludestiatiiocus of the research and

the linking points with the following Chapter 4 (€&aStudy Analysis).

Overall, Chapter 3 emphasises the weight and walafimethodology and its role in
the process. The methodology in this research nieelds conducted in a meticulous
manner in order to capture the required deep itsightegrate the complex findings,

and meet its aims and objectives.
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3.2 Research Design

3.2.1 Nature of the Research

Urban regeneration, in being related to urban lfes myriad variables concerned
with human behaviour, both individually and colleety. Thus, quantitative research
citing numerical values and statistics has limitasi when studying this complex and
constantly changing subject. Therefore, this redeahose a qualitative methodology.
However, as mentioned in Chapter 1, the viewpdirthig research is not an aesthetic
or philosophical approach, but rather proceeds witBocial, ethnographical, and
cultural perspective. That is why the theoretiedearch in Chapter 2, which shows
the range and area of this research and compasesesiearch with previous ones, is
used as a tool for case studies developed latdRafier to structure from Section 3 of

this chapter)

Therefore, all chapters except Chapter 8 (Conah)gitay the role of supporting the
resulting model in Chapter 5. Chapter 2 justifies tange of cases selected in Chapter
4 by identifying the key issues for further invgation and along with introduction,
supports the analysis in the later part of ChagteAlso, these all contributed to
extracting the ‘participation element’ which is iamportant element in composing the
model in Chapter 5. Chapter 6 is used as a testufor experience prototyping
which refines and tests the validity of the modielvas possible to track the working
process of the model in Chapter 5 in real situatibom the beginning to the end
through these two test projects. The findings ctdleé from this showed the gaps
between the hypothesis and actual implementation.

With the above limitations, findings from the t@sbjects of Chapter 6 contribute to
revising and developing the final model in Cha@durther based on the first model
which emerged in Chapter 5. The last part of Chaptarranges the feedback of the
participants of the test project in Chapter 6 inagrative way explains new findings
and proves the importance and role of ‘spontanaityl ‘durability’ within the model.
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The Expert Interviews in the later part in Chaptexsk the opinions of experts on the
alternatives that support the durability of the rltsdloop, and collect the suggestions
for future models. Thus, the Expert Interview pado shows the validity among the
expert group and, at the same time, contributésdanderstanding of the continuous

loop activity of the model.

The research methodologies used in this researhc@atural probes, experience
prototyping, expert interview, and soft system rodthilogy, as well as data collection
and analysis. This research, as mentioned in Chaptioes not follow just one of the
methodologies above, but creates a new methodaiagiomized for this research.
This new methodology for this research uses tHddief sociology, a broad range of
cultural studies, and management and design stuthese three inter-related subject
domains create relationships with the methodologmentioned above within the
boundary of action research and are used in eaaptah Also, the methodologies
used in each chapter are integrated with the abgdf developing the new model,
taking action together or separately to become micganethodologies. The
combination of these methodologies inevitably gates new questions and leads to

‘learning by doing'.

Choosing this kind of complex and organic new mdthogy in a field of
interdisciplinary research may be considered aibikly. However, many fields are
choosing this kind of research methodology, anditid of design where innovation
is a crucial element is leading this field of dey@hent. AImost every complex design
research study has an inherent element of riskne@eds some degree of willingness

to create new methodologies and tools.

In the 2f'century, there are many emergent changes in thadattand approach to
research and a general acceptance of the need derstemd multi-disciplinary
research. Furthermore, innovative methodologies ntaytribute to creating
environments for innovative outcomes, and thisaegecan fertilize the ground for

upcoming innovative research.
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These concerns guided the formulation of the mailogical framework and

selection of research methods. The following sestidescribe the methodology and
show how this research considered various persgsceand created many layers,
finding references that fit the methodology andmupthe use of methods within this

research.
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3.2.2 Methodology Design

The following are the key methodologies used irs thésearch thesis and an
explanation of how they are designed to meet thiectibes and strengthen the

features of this research.

* Action Research Methodology

Action research technique, as Good enough(1963}%, sy a methodology for
anthropological or sociology based community redeafrhis methodology supports
the reflective, experiential, and participatory rasdGabel, 1995, Wadsworth, 1998)
of research with the actual lives of participamighie research projects (Berg, 2004).
As the model of this research is based in interglisary live experience within the
spatial ground of hypothesis of ‘participation’tire public art and design project, this

action research is used for developing and tracgmagtical outcomes.

The comments of Berg (2004) show this action reteaupports the appreciation of
the capacity of humans to reflect, learn, and chai@us, it can be interpreted that
this action research tool supports the developmérgcademic endeavour and the

knowledge of practice based human change.

A research project funded by the UK government if@ie2006) suggested that more

research should be carried out in the directioprattice through project management
gaining the answer to practical problems faceckal situations. According to Reason
and Bradbury (2007), action research is a partioiygorocess, a practical knowledge
in the pursuit of worthwhile human purposes. Witlstapproach, action research
methodology is practical and suitable for use iis tiesearch which is related with

‘participation’, an experience design related issue
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Reason and Bradbury (2007) presents five dimensibragtion research. Firstly, it
produces practical knowledge which applies to edayyife practice, and secondly, it
contributes to human emancipation. Thirdly, it a&tgipative in a democratic way.
Fourthly, the process and outcome are equally itapbthroughout the development
process of knowledge in practice or action. Fiftid dast, action research emerges
over time as an evolutionary and developmental ggecAll these five elements are
representative of the features and directions séarch methodology in this research
which is a process-oriented, practice-based, hupaaicipation-purposed, and

evolutionary-implemented public art and design @cbj

. Cultural Probes

The application of cultural probes is a techniqwedifor the generation of deep
insights and values in a design process. As GawkiBaucher (2004) describe, it is
useful to seek and support the subjective thouglalsies, and uncertainties as key
factors of the research. For the same reasonrdbéarch picked cultural probes as a
way to scan and follow the real process which téstsmodel of the research as
developed through experience prototyping. As caltyrobes are used in a broad
range of studies in user experience design fieldv€® and Boucher, 2004), it is
appropriate as one of the tools used in this rebda@cause of the innovative aspects

of both the topic and hypothesis.

Cultural probes are usually used in the beginningaise questions about the research
or open up the subject of the research, but inrdssarch, it is used for the evaluation
of the test project which tests the value of theleholt was designed so that it can be
used with other tools which together create a lagesupplement the limitations of

this tool which is subjective and difficult to cooit
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Therefore cultural probes which were developed lavep Dunne and Pacenti in
1999, inspired by the art movement Situationisermational (2004), become an
innovative methodology to maximize the use of itsative measurement ability in
this research. The method is characterized by featof being irrational but gaining
inspiration (Gaver and Boucher, 2004). Systematgsihave limitations in handling
the uncontrolled nature of the subject of this aesle and therefore this tool can fit the
‘participation’ theme in this research. The usecoltural probes in every chapter is
more thoroughly dealt with in the following secti¢®3.2) of research strategies, so
this section will cover the research design, desugithe criteria and direction of the

larger methodologies.

* Soft System Methodology

Soft System Methodology is not explicitly used amain research methodology in
this research. However, according to the paper lgckland and Winter (2006), in
order to bring improvement, soft system methodolpggvides principles in and
frameworks for intervening in human situationsisltrelevant to both the perceived
situation and the process oriented contents (Chadkand Winter, 2006). Thus, this
research uses the soft system design methodologledb with the model of this
research which is related with the dynamics of fizacIn the methodological design
of this research, soft system methodology servetet@lop the learning and finding
process in human activity systems. This methodolegdopted in chapters 4, 5, and
6 as a research tool. As Greenwood and Levin (28@))e, the soft system approach
is related with action research arguing the viewpthat it is more action driven than
conceptual. Thus it is valuable in this researcexplore aspects of a desirable model

of human participation in real everyday life sitoas.
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3.3 Research Methodology

3.3.1 Research Process

The table below presents the overall structure toé tresearch and displays

connections between chapters and achieving points.
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Figure 3-1 Research Structure Map
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3.3.2 Research Strategies

The methodology for this research applies apprtprieesearch methods

accordance with thebjective: of each stage.

As mentioned in Chdprl and section 3.2.1 of this chapter, eaclmethodologie
sits side by side or togethenthin the overall framework which refles the model o
HutterHennick (2011) shown belc

Research Question
Fieldwork Approach Design Cycle Literature and Theory

Conceptual Framework

Figure 3-Hutter-Hennink Qualitative Research Cycle (2011)

The sequence comprises five st(1) literature reviews; (2) castudy andanalysis;

(3) developing model; (4estprojects; (5) expert interviews.

Each chapter incorporates more than one method To understand thapplication
of the selected research toohis section presentbese integrated strategic tools

chapters.

Thefollowing are the tools applied in the developmehthis research proce which

match the five sequential steps abwhich are covered in chapters 4 tm€lusive
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» Literature Reviews: by Data Collections of Interdigiplinary Theoretical

Research Approaches

As Webster and Watson (2002) define, a succes#@rature review creates the
ground, and establishes this ground as the foumdabn which to build new
knowledge for advancing the research. In the cdsthie research the literature
review takes the role of critically reviewing andilding the validity of hypotheses
and research questions as well as gathering rdl@za. This is because the main
research questions critical to this research cawm fritics of urban regeneration

strategies considering the quality of contempotaban life.

To investigate the existing knowledge of the subpea, this research uses data
collections and analysis. As Show (1995) commentedachieve good quality in
literature review, the depth and the breadth ofliteeature review is essential. Thus
this research covers the interdisciplinary arearbfin design, public art and design,
sociology based urban studies, design managemehtotrer culture studies on

everyday urban life and human conditions in thearenvironment.

The researcher placed no major limitations on theces in terms of publishing.
However, since the subject area is about contempaancerns in urban design
studies and art and design areas, recent develapnrerthis field from the late
20"century to present time in the S2ntury were fore grounded. To reinforce the
practical value of this research and to respectetteriential value in social and
cultural approaches, various formal reports by gawvents and councils of the
subjects mentioned above were also included asswewnaterials. Apart from
widening the dimensions of the literature reviewfégding into it knowledge of the
field of practice and current concerns, it alsoates potentially valuable links for
development and synthesis with subsequent chapsexs) as case studies and
analysis, building model and test project whicheveonducted using action research
as the main methodology. Thus the types of revielitecature include published
books, academic theses and journals, government@nttil reports and other web

materials.
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The table below shows the reference materials aedsaincluded in the literature

review.
Research o )
5 Research Tool Verifications Contents of Data Colldimon
art
e Publications
Books (ISBN No. included)
+ Published Catalogues
Theses and + Theses for Degree
Data Collection Journals «  Academic Journals
Literature | and Theoretica Published
Review Survey and Government
+ Government Reviews
Study Reports(from
UK, Australia, e Council Reports

and South Korea

Web Materials

 Web Sites

« Blog and Reviews

Table 3-1 Research tools of Literature Review
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e Case Study and Analysis: by cultural probes and dat analysis by a

combination of qualitative and quantitative researt tools

As Krefting(1991) emphasises, qualitative case ystad a research methodology

provides the tool for addressing complex phenomeiae real world.

The research focus in Chapter 4 is to create ggbériiat approaches the desired
practicality of the model based on theoretical infation and data that was collected
in Chapter 2. For this reason, this research dgwasstrategy combining qualitative
research and quantitative research. The case stadtk analysis are a vital building
block along the research route and reveal the ipahezlements for the model,

referred to as participation elements in Chaptend onwards.

Selecting suitable participation based public ad design projects, that fit into the
range and criteria identified in the literatureieav from real world practice, begins
with various cultural observations through cultysadbes. To enhance the validity of
the chosen cases and the subjectivity of the @lltorobes technique, the chosen
examples were evaluated from the reviews relatetpaaticipation’ in published

books and journals. Thus, the range was limitechs®es which received constructive

reviews in journals and news articles includingititernet.

A prototype methodology was then used as a fitiegxtract participation elements to

be used in the development of the model.

To analyse the selected examples of case studiesreisearcher used a newly
developed research tool. This analysis was desigiwedring ‘harder’ quasi
quantitative results whilst maintaining the reshacceativity and strengthening the

validity of the case analysis.
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The table below summarises the key elements oéttiategy and tools for case study

analysis.
Research o
Strategy Research Tool Application

Chapter

Case study selection ar
Cultural Probes y

research

Chapter 4 .

ase :
of qualitative and analysis
Study and o
_ quantitative _
Analysis Case study analysis by

research tools

nd

Data Collection
and Analysis

conceptual model of

participation as a tool

Analysis of data results

presentation

Table 3-2 Research Tools of Case Study Analysis
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* Building Model: by experienced prototyping methodobgy based on

action research methodology

For the past decades, the practice of action relsdws been a fairly commonly used
tool for the investigating process in academic asde (Brown, 1988; Kemis and
McTaggart,1988). Among many debates on the usetairaresearch methodology,
Checkland and Scholes (1990) pointed out that & &aweakness related to its
framework which makes it prone to lose its rigodrthe framework is not
strengthened. In order to cover this limitationr@search process of developing the
model reported in Chapter 5, a strategy to supphénend strengthen the
methodology was established and designed to sufipoiction research framework

by the real practice of two test projects.

An intellectual framework was built, using the empece prototyping tool and
reflecting on the comments of Checkland and Schd@0) above.

Therefore, the strategy of the research methodalo@hapter 5 supports developing
a model which shows awareness of real practiceraadlife, avoiding becoming
overly conceptual paper plans. Thus, the modelgdesi for test projects can be

developed.

The developed model must have practicality for wagkin real life. Although it is a
model involving human action and participation @ming many variables, it needs

both systemic thinking and a strong framework.

Action research identifies the factual featuretqiyping is used to analyse and
order them and soft systems tools are used to &eahnd strengthen the developed

model.
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The table shows the strategy and tools of the mimaiéding process in this research.

Research L
Strategy Research Tool Application
Chapter
Action
* Building Model
Action research Research
Chapter 5
o based on
Building o
gualitative
Model
research
Prototyping « Building Model

Table 3-3 Research Tools of Building Model
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« Test Projects: by experience prototyping, culturalprobes and action

research approach

Guerrini (2010) uses Frayling’s classification bfee key types in design research,
the first being ‘Research to Design’, the seconds@arch through Design’, and the
third ‘Research for Design’.

This research, from the strategic point of the cibje, can be seen as close to the
‘Research for Design'. It reflects closely the &r@f this research of creating a
system which includes the process and result efrdgearch. It also proves the value
of the action research process that creates the system, since human-centred
design research is finding what makes people hapuywhat can help their lives

through effective means.

To prove the rationales of the developed modelhagier 5, the researcher designed
two test projects reported in Chapter 6.The maot & the qualitative research is
lived experience approach, developed from InteiygePhenomenological Analysis
(Smith, 1966) and Lived Experience (Glaser anduSsal1967), which focuses on

human behaviour and regards the human as the casaarject.

In consideration of the cultural, social and ethdifferences, two projects are
designed in two different conditions, to supporbrtdugh analysis within the

qualitative ethos of this research.
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The rationales of the contents and developmenhede two test projects are fully
explained in Chapter 5 and the table below predéststrategies and tools employed

as a research methodology to gain the objectivéisi®fesearch.

Research L
Strategy Research Tool Application
Chapter
Action
» Developing Test Project
Research Ping )
Action research
Chapter 6
Test based on Experience
litative » Designing Test Project
. qua i
Projects Prototyping
research
Cultural
* Reviewing Test Project
Probes 9 )

Table 3-4 Research Tools of Test Projects
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 Feedback from Test Projects and Expert Interviews:by interview

technique and cultural probes based on action resezh approach

Expert interview is one of the most popular toalsdesign research methodology. In
this research, expert interview is designed foioliig the external validity of the

research and developed model. The interviews cdedum this research were
designed and developed to support qualitative arslyhrough which intangible

results are validated through interviews and qaasgires. To collect the material for
Narrative Analysis (Bamberg, 2006) from particiggnan informal open-ended
interview is designed. In the interviews questi@arese spontaneously within a
prepared framework, in accordance with the sitmatod reactions of participants,

case by case.

Two distinctive styles of interview techniques alesigned for this research. The
interviews are recorded in Chapter 7. Alongside @bkievement part in Chapter 6,
selected participants addressed the test propehish is generically called ‘feedback

from test projects’, and the interviews were destyas casual and open ended ones.

The subsequent interviews, in relation to the wglidf thesis, were all conducted
with the same questionnaire, however they were désigned to use open-ended
interview techniques to enhance the quality andedsion of conversation with
experienced experts in the subject fields. Theingsapproach is crucial to the
underlying objectives of this research, as thedigliof test projects is further
analysed and evaluated with the feedback from quaatnts and experts. In the later
stage of gathering test projects’ feedbacks andicgants’ interviews, interviews
with experts also took place. Thus, the researahptises not only participants’
interviews but also opinions of experts to validite test projects, and demonstrate
that the testing models do add real practical vallne geographical boundaries of
expert interviews (Chapter 7)being the UK and Sodkithrea, where the two test
projects (Chapter 6) were carried out. Expert inésvs are designed mainly to gain a
sense of practical application value and sustdltyalof the model drawn from
experts’ experiences. If the experts confirm thathew model challenges the current
thinking and provides a platform for new thinkingremains only to give directions

for the future strategy.
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Table 3-5 explains the interviews as a tool of teisearch methodology(Revised from

Source: Patton, 1980).

Research Research o
Strategy Application
Chapter Tools
Interview Action «  Collect feedback from test
Chapter 6 : .
P Technique Research project participants by
and 7 . . :
Informal and interviews and observation
Feedbacks _
Narrative Conversationa e Analysis of feedback
from Test _ '
Project Analysis Interviews . Developing questionnaire
and (Bamberg, 2006) Combination
Expert of Conducted * Building expert interviews
ualitative _ _ _
Interviews Q and Open- « Developing questionnaire
Analysis
Patton. 1980 ended » Execute the expert interview
(Patton, ) Interviews

Table 3-5 Feedbacks from Test Projects and Exptidiews
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3.4 Key Findings and Next Stage Plans

The objective of Chapter 3 is to develop a methogiplto formulate the hypothesis
and achieve the aim of this research. It basesrdbearch firmly in the area of
gualitative research methodology since it deal$ wiban life which is real practice,
and also includes human participation, which isomglicated subject with many
variables. Within qualitative research, the maiol to be used is action research, and
various other tools are integrated to develop #oonsnade methodology just for this
research. It began with describing the nature oélitative research and the
underlying concepts, features and merits of thielierk approach. It also described

tools of methods used in this research.

As Hennik and Hutter (2011) pointed out, actioneesh methodology contains a
process which earns collaborative interpretati@mfiparticipants, and can therefore
contribute to identifying the objectives of thissearch. The group of tools used to
support action research are firstly experienceqgbyping in model making (Chapters
4, 5, and 6) and secondly, soft systems methodalogyodel making (Chapter 5). As

a third, cultural probes are used more broadlyirfeights and evaluation in Chapters
4, 6, and 7, as well as data collection from therditure review in Chapter 2 as a
fourth tool for interpretation. Fifthly, for checlg the validity and practicality of the

model, design of action research is implemented ta®| for test projects in Chapter
6. Lastly, as a sixth tool, the expert interviewttgique is used for supporting validity
of this research. It also seeks the future sugmeston sustainability elements of the

model and projects as a future link for developnuémtew practices.

As a whole, Chapter 3 provides the map of the rekeprocess and structure of
methodology on which the research is based. Theé @bapter 4 presents the case
studies and analysis which will provide the clostep toward the identification of the
key research findings. It will set out the seleatede examples for analysis based on
the findings in the literature review in Chapterl2will further analyse each case
using the created special tool thus providing tkeg klements for developing the
model.
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4 CASE STUDY ANALYSIS

4.1 Introduction

This chapter presents the case study selectioeriatitthe cases selected, the tool
devised for analysis of the selected cases andethdts of the analysis. The case
study analysis is founded on the research reponté&chapter 2 (Literature Review)
and takes it forward to practical application t@lele the key factors to be identified.
It then proceeds to the development of practicatlelo which will be explored in
Chapter 5.

Section 4.2 shows the reasoning of this chapter expdains the boundaries and
criteria for the selection of case studies. Sectidhpresents the tool for case study
analysis which features ‘invitation and participati elements’ with a view to
providing understanding of the participation pracasd mechanisms in public art and
design projects. Section 4.4 shows the 46 case gigjects selected as appropriate
examples and provides the analysis of these exanipleusing the ‘participation
element analysis tool’ developed specifically fbistresearch and explained in the
preceding section. Using the research tool develgpeviously, section 4.3presents
the analysed 46 case study objects and 6 selextadpée cases showing the results
of the analysis with illustrative diagrams and figsl

The analysis process first identifies the invitatedlements which stimulate the user’s
interaction in each case study project. The padiodbn elements are then extracted
using the same process (A more detailed defin@ioth description of these elements
will be given in sub-section 4.3.2.). As a reselach participation-based public art
and design project can be seen as an individuakehtoased on the generic model
developed from the analysis tool (Figure 4-1) a$ tiesearch. By this way each case
study analysed by the tool shows links to the eldmeon two branches, the

‘participation element group’ and the ‘invitatiodement group’. Following this

exercise, section 4.4.1 shows all 46 case studynpbes listed as a table. Finally,

section 4.5 (Findings and Future Plans) describesrésults of case study analysis

and introduces the models to be developed in Chapte
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4.2 Reasoning and Criteria of Selection

The purpose of this chapter is to research padiitp-based public art and design
projects and find the critical aspects of adaptatiad evolution in the practical field
and everyday life, as well as its historical depetent from the late J0century until
now. Its other purpose is to closely monitor howe ttonceptual materials from
Chapter 2 (Literature Review) develop in termseadlisation and reveal themselves

by becoming present in the practical world.

Selected case study examples are 46 in total. dimple is large in order to enhance
the reliability of the findings. To lessen the sdijvity of the selection process, cases
are mainly based on projects that were referendedeast once in published

catalogues or books.

The cases mainly cover the UK, Europe, the USAantiNAmerica, and South Korea
in Asia. It does not fully include the whole woretcause the published materials
were mainly in English, the language of this reskeafTherefore, it needs to be
acknowledged that the project examples selectgdicipation-based public art and
design projects are not fully representative ofwleld. They are samples to extract

the functions and mechanisms of participatory mtsje

The purpose is also to find out which kind of elatsgpromote and/or help to carry
the participatory action of spectators. Each eldmemes from the hypothesis of this
research and is additionally extracted from the gidra2(Literature Review), which

includes government and specialist agency replootsks, and catalogues.

As the purpose of this analytical tool model isutwlerstand how the connections are
made and to examine what influences, if any, éastveen the elements, it does not

lend itself readily to full quantitative analysis.
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Selection of the case studies is based on theiardad boundaries set out below:

Organisation or

Funding Body

Project Designer

Project Year

Project Duration

Type of Project

Site

Location

Media Publication

or Popularity

Publicly organized or funded organizations (govezntn

specialist agency, public museum or non-profit argation)

Professional artist, designeraanbitect

1960s ~ 2010s (2012)

Temporary or permanent -installatind programme

Intentionally planned or naturallycurred participatory

project

Public space in the urban environment inclgdveryday

open space of museum or exhibition area

Europe (mainly UK), North America (MainlSA), and Asia
(South Korea and Japan)

Published catalogue, book, or government report
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4.3 Tool Model for Case Study Analysis

4.3.1 Participation-based Public Art and Design Ana  lysis Tool Model

This research developed a tool model to analysescédssed on two sides of
interactive elements. The tool model was originaléveloped for this research and
designed to help analyse the 46 selected casesdisred which will be found in
section4.4.

The visual shape of the tool model is presentatienform of a project linked with 9

elements of invitation and participation. The fasttor the ‘invitation element group’

and those for the ‘participation element group’ sinewn together in the tool model
for analysis in this chapter. The reason for tkishiat the two sides of the element
groups work interactively within each project. bcf, there is a much more complex
relationship than the tool model of this sectioheTool model represents a ‘micro-
model’ of the rich variables within the projectsarder to capture the principal factors
which influence the project execution. This is wthg two sides of ‘wings’ are not

configured with the same number of links (the ‘tation element group’ has 4 links
and ‘participation element group’ has 5 links). fiehare no directly corresponding

links between the elements.

Bourdieu and Darbel (1990) insist on the importantereative engagement with
participants and note that the art project acta aseative instrument for creative
spectators’ participation. In this way, the pulait and design projects presented here

are a collaborative tool for participation.

In the tool, 5 elements of the 9 are part of tiwitation element group’ intended to
invite people to the project and refer to the mdtiogical factors of the project. The
5 elements are: Sensual Invitation, Experienceatetk Invitation, Ownership-related
Programme, Site-specific Intervention and Emotidneaitation of Storytelling. These

are the five most important elements which plagw fole in the participation process
as an invitation tool. People’s curiosity is stiateld when there is some kind of

intervention in their daily routine.
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The remaining 4 elements are part of the ‘participaelement group’ and are links
related to participation. They result from the msges to an invitation to the
participants by the project organisers and areslirdated to participation. The 4
elements are: Sensual Participation, Active Padioon, Artistic Involvement and

Exchange Involvement

The figure below (Figure 4-1) shows the tool magstd to analyse the participation-

based public art and design project in this chapter

The group of elements that belong to the left wwgh the white background, is
called the ‘invitation element group’. For easeanglysis, the name of the element is
abbreviated as follows. The abbreviations are: G@nkvitation (I-S), Experience-
oriented Invitation (I-E),Ownership-related Progrags(l-O), Site-Specific Invitation
(I-SS), and Emotional Invitation of StorytellingES).

The group of elements that belong to the right wwgh the dark background, is
called the ‘participation element group’. It cong@s Sensual Participation (P-S),
Active Participation (P-A), Artistic Involvement {lp, and Exchange Involvement (P-
E).

A more detailed description of each element willfoend in the following section
(4.3.2).

Sensual
Invitation Sensual

Participation
Experience
oriented

Invitation

Active

Participation P-A
Ownershi ici ion-
Invitation -0 related B PartICIpatlo.n based Participation
Element Group Programme Public Element Group
9 Art&Design
Artistic
P-I

Involvement

Site Specific
I-S5 Intervention
Exchange

Involvement P-E

Emotional
Invitation of
Storytelling

I-ES

Figure 4-1 Participation-based Public Art & Desfgmalysis Tool Model
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4.3.2 Invitation and Participation Elements

e Invitation Elements

Invitation element group, as described above, impmsed of 5 elements. These

elements play the role of promoting participation.

The first is Sensual Invitation. It breaks awaynfrthe traditional way of relying on
visual sense, but also arouses senses of soundwid and induces the participation

of spectators.

The second is Experience-oriented Invitation. laiphysical experience-prompting
element. There exists potential for the privatedividual experience to lose its
authenticity in public experience-oriented urbaie. liParticipation-based public art

and design projects may play a role in recoverggindividual’s identity.

The third element is the Ownership-related Programhime aim of this element is to
intrigue or invite the participators’ artistic amti. This artistic action is triggered and
programmed by artists or designers but developedeaimanced by the participants

themselves who are the collaborators.

The fourth element is Site-specific Interventidnisirelated to the site for the project.
Here, the site is not merely the physical space@mied by the art and design project,
but it also plays a role in supporting the re-disry of the urban environment. It

functions as an element that is combined with ttggept and induces participation.

Lefebvre (1976) sees the space as a political &atkgic object. It is because the
space is formed and cast from historical and nh&leaents, but it is, nevertheless, a
political process. Thus, the space is political mleblogical (ibid).

The fifth element is the Emotional Invitation ofo8ttelling. It is related to the

storytelling of the site, culture or resident ahd tvay this intervenes with spectators’
emotions, inviting them to take action. When pdrthe project includes a myth or
story of the site or situation, it inevitably stitates the spectators’ memory,

engendering a certain level of emotional engagement
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e Participation Elements

Methodological tools, expressed in the languagearbfand design and used as an
invitation for participation, are highly diversesAwon (1997) describes, these tools
are usually found in other disciplines, such asigdogy, anthropology, urbanism,
music and science. In this context, they offer aetyp of ways to mobilize people to

participate in public art and design project.

Lacy (1995) argued that new trial of public artlsus New Genre Public Art (see
Chapter 2 (Literature Review)) focuses on the mesaather than the result, and it
came from collaborative works with participants. response to above argument,
participation elements are the ones working astagbéhe spectator’s participation in
the process of collaborative participation. Evidgnthere are various kinds of
participation and this research has developed times of elements according to the

features explained below.

The first is Sensual Participation. This is a tigldy passive type of participation
compared to the rest of the elements below. Itparécipatory action with perceptual
senses (sight, hearing, smell, taste and touctjep@ng everything presented by
public art and design projects. It becomes morelytive when it involves two or
more elements and becomes a synthetic participation

The second is Active Participation. This elemerd ghysical participation prompted
by the participants’ movements or actions. It isexperience within contemporary
social and political issues generated by the sdnathe project is in, as well as a

physical experience.

The third is Artistic Involvement, which is an atic experience. This is encouraged
by a progressive programme, and participants ocoi&b with an artistic level of

initiatives or contribute in the phase of gathering raw materials for the artwork.

The fourth is Exchange Involvement, which occuremwithe participants take a part
of the work with them. It is regarded as perforneand the work taken remains as a

souvenir.
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4.4 Case Study Analysis

4.4.1 Case Study List

The selected case studies for analysis are ligtihe table below:

Artist or
Desianer Status of
No. Project (Work) Image 9 Year Location Work Description Target Grou
Title (Duration)
Olaf
Eliassol .
Tate The art workinduced the
01 2003 Modern Temporary | audience to lie down on tt
London Installation | floor, as though sunbathin
Weather U.K by illusion. / Not identifie:
Project
Roy
McMakin
Thela The wall was decorated wi
Jolla wall Temporar local peoplés favourite
02 2010 | at 7596 porary peop
What's Eads Ave | Nstallation colours./ Community
your U.S.A members and visito
favourite
colour’
30 years after proposal h
Bruce .
u been accepted tMlnster
Naumai
) City, thebuilding of this
03 2007 | Munster | Permanent | srycture was finishePeople
Germany | Installation |  experiencesensual impact
Square including anoptical illusion
Depressio by walking dong the slope in

the squarel. Not identifiec
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Artist or

Designe Status of
No. Project (Work) Image Year Location Wor!< Descriptior Target Grou
. (Duration)
Title
A
ntony Temporary
Gormley . L
performance| By performing on a plintlin
Trafalgar
One anc Square by the square, people ¢
04 2009 q Spontaneous become amrtwork /
Other London articipants | Spontaneous participants &
(Fourth U.K P p P . p. p c
Plinth as a living viewers not identifie
. Ipt
Project sculpture
Temporary
South- Art Work
bank
Jeppe became .
Hein Royal Public People are running arou
05 2009 Festival and laughing irthe streams ¢
Space . . i
. Hall . a fountain.Not identifiec
Fountair Design
London
(because of
U.K .
popularity)
izzrﬁ:r M-g?jtsrn The audience enjoys ridir
06 2006 Temporary | gjiges that are installed in t
London || ctallation | exhibition./ Not identifiec
Test Sits U.K '
Temporary
Art Work By painting the taxis witl
Ed Massey became f | .
o 7003 New York Public owers, people can easi
Garden ir U.S.A Space experience artwork near
Transi Design(beca and from above. / Nc
use of identifiec
popularity)
Menash The audience coul
Kadist- . experience the sorrow of tl
Jewish . . .
man Museum | Temporar Jewish history by walking o
08 1997 . P . y the artwork and feeling it
Berlin Installation .
Shalechet German material, form and the echo
(Fallen y from the building/ Not
Leaves identifiec
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Artist or

—

o

Desianer Status of
No. | Project (Work) Image 9 Year Location Work Description/Target Group
Title (Duration)
- Jim Shooting Back is an
t l / J h Hubbard organization dedicated to
% — Temporary | empowering children at risk by
09 Shooting 2007 USA Installation | teaching them photography
Back / Voluntary participants and
Project viewers not identified
Edwin van The movement of people
- Sonen
der Heide Breugel Sound changes the sounds created
10 2004 get inside the structure and it
The Sculpture ) .
Son-o- Netherlands affects people’s behaviour.
house T / Not identified.
Luke
Jerram
Media City Temporary Wind creates diverse melodigs
11 Aeolus | 2011 | London | - . | through a dome of tubes. / Npt
Acoustic UK ) .
wind identified
Pavilion
The path, just less than 1
kilometre long and located ou
of the city, leads through
The artist meadows and fields. It
constructed a abruptly ends in the middle of
Pawel path starting  a field of barley. Sudden
Althamer Minster | from a spot ending of the path makes
12 2007 o .
Germany where a visitors decide how to deal
Path footpath and with the situation. The idea
bicycle trail came from the artist's
meet. observation on people’s blin
obedience to regulation
represented by guideposts
/ Not identified.
People made diverse patterns
Alex . )
with cups and bottles filled
Chaves New York | Temporary . .
13 2010 . with various colours.
— U.S.A Installation .
/ Spontaneous participants ahd
Welcome

viewers not identified.
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Artist or

Desiane Status of
No. | Project (Work) Image 9 Year Location Work Descriptiort Target Grou
Title (Duration)
From north
S t th
l.l.sar_ 0. sou People could hear the so
Philips: side of . o
Temporary | with artists’ voice in six aree
14 2011 | London . .
. Installation chosen by thartist / Not
Surrounc Bridge . o
identifiec
Me walks
U.K
When people passed the g:
Lulu Quinr Gatehead Interactive | random soundand voices 0
15 2003 UK Sound | local people came out from tl
Threshol ' Sculpture | gate/ Community member
and visitors not identifie
The installation work is mac
Kang, with paintingsby a hundred
IkJoong DMZ Temporar thousand North anSouth
16 2008 P . y Korean children of thei
Korea Installation
Happy dreams/ Voluntary
World participants and viewers n
identifiec
The artwork is created fro
Amanda
recycled old clothes donat
Browdel
Brooklyn Temporar by local peoplevho were
17 2009 | New York P . y directly involved ir creating
The Future Installation .
US.A theartwork by sewinc
Phenomen - :
. / Voluntary participants an
Projec . . o
viewers not identifie
To remind students of tt
Temporar larger picturethe artistturned
b . y the path calledCareer Paf
Installation/| . . . .
- into an interactive space wi
The initial -
fill-in-the-blank sentences ¢
sentences .
. the pavement: “When | we
was written .
. little | wanted to be
Candy with
Today | want to be
Chant Turku temporary .
18 2011 . Passers-by canrite down
Finland | spray chalk .
their thoughon the pavemer
Career Pal and .
andhave an opportunity t
supposed tqg . . .
. think of their alternativ
fade with . .
options lying ahead. Weath
weather and . o
. will erase the writings, ar
traffic.

then, another round of writing
will start again / Not
identifiec
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Artist or
Designer Status of Description/ Target Grou
No. | Project (Work) Image 9 Year | Location Work P 9 P
Title (Duration)
Duncan . .
People experienced the city by
Speakman . . . . .
Cambridge| Temporary | listening to the information
19 2012 . .
. U.K Project |about the place they visit. / Npt
Circumstance . o
: identified
project
Daniel Temporary By putting nylon sticks in the
Lyman Salt Lake . ground, people freely bent
20 2010 . Installation .
City U.S.A (2 years) them and created diverse
Sway'd y forms. / Not identified
By teaching migrant workerg
Cho, Jieun Anvan Temnorar how to use video tools, the
21 2010 yang p_ y workers created their own
L Korea Project . .
Mixrice movie. / Voluntary participants
and viewers not identified
The Fun Theory intended tq
change the behaviour of
The Fun people by installing musical
Theory Stock-holm| Temporary instruments under the
22 2009 . .
Sweden | Installation | staircase. 66% more people
Piano Stairs than in normal situation chog
the stairs over the escalator
Not identified
After collecting hidden histor
Judy Baca of California, maklng the great
mural started in1977. Around
and SPARC Los Angeles .
. . Temporary 400 community members
23 2011 | California . L . .
Installation participated in the project,
The Great US.A . - ]
wall which took 7 years, finished i
1984. / Community member
and viewers not identified
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Artist or

Desianer Status of
No. | Project (Work) Image 9 Year Location Work Description/ Target Group
Title (Duration)
The granite wall on which
names of the deceased
soldiers were inscribed gives
people sensual impacts. The
memorial works as a place
Maya Lin Vietnam veterans get together
. Washington, Permanent and maintain the relationship
24 Vietham | 1982 D.C Installation | among them
Veterans US.A '
Memorial People experience anothef
kind of impact in the procespg
of making a copy of the
identified name by rubbing a
paper attached on the carving
with pencil. / Vietham
veterans, their families and
acquaintances, and visitors not
identified
The members went door tq
Group door on their block (113
Material Lower East Street), and asked each
side New | Temporary '
25 1981 York ) household to donate a
b | The People’y USA Project gnd valuable possession. /
Choice o Installation Community members and
viewers not identified
On Mother’s Day, 430 women
over the age of 60 performed
the project which was live
broadcast by public televisioh.
3000 people attended the
Suzanne
. . performance staged on an 82
Lacy Minneapolis,| Temporary ;
. . foot square rug with tables
26 2012 | Minnesota | Project and laced to resemble a quilt
The Crystal US.A Installation| P . quitt
Quilt They listened to an

accompanying soundtrack that
mixed the voices of 75
women talking about aging.
Voluntary participants and
viewers not identified
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Artist or

h
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. Designer . Status of L
No. | Project (Work) Image Year Location Work Description/ Target Group
Title (Duration)
Passers-by can see the iro
strings tied upon roofs of
buildings when they cross
Mark .
. . threshold of old city and look
Wallinger Miinster Temporary ;
27 2007 . upwards. The strings are &
Germany | Installation o
Zone symbol indicating boundary g
the old city. / The citizens of
MiinsterCity and visitors not
identified
Passers-by could pick up &
piece of chalk, think about
their lives, and share their
personal aspirations in publi
space. Soon after the
preparation, the wall was
Candy covered with handwritten
o8 Chang 2011 New Orleang Temporary | responses and the respons
US.A Installation kept growing:The project
—. Before | Die transformed neglected spac
into meaningful ones where
the residents could learn thg
hopes and aspirations of th
peoplearound them. /
Community members and
viewers not identified
In the installation, 60 donate
Luke Jerram pianos were colourfully
29 2008 New York | Temporary | painted by local artists, and
Play Me, US.A Installation | then distributed and installe
I'm Yours in selected spots. / Not
identified
Suzanne The performance, over ten
Lacy days, consisted of a series (
conversations located in 15
Room of Anyang Temporary | selected city environments.
30 2010 .
Our Own - Korea Installation | The performance were tape
Anyang and photographed. / Volunta
Women's participants and viewers no

Conversatior

identified.

nf
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Artist or
. Designer . Status of -
No. | Project (Work) Image Year Location Work Description/ Target Group
Title (Duration)
The on-going public art
project and activist initiative
Baltimore started in 2007.Inspired by
Development movements to ‘reclaim the
31 Cooperative 2007 Baltimore Long- commons’ and demand a ‘right
US.A TermProject to the city,” the project
i Participation changed a vacant lot into an
Park urban farm and social space. /
Voluntary participants and
community members.
Marjetvlca With concern for sustainable
Potr . .
Anyang Temporary Ilfe_space design, students and
32 2012 . residents created a rooftop r
A Rooftop Korea project ) -
. . field. / Voluntary participants
y Rice Field at and community members
Byuri School
In this seminal performance,
dozens of passers-by, withojt
any prior notice,
Allan .
Kaprow Los Angeles Temporary spontaqeously s.tacked big
33 2067 USA Project find blocks of ice to build the walls
Fluids Installation | of what became a strugture
feet long and 8 feet high. /
Spontaneous participants and
viewers not identified
The artist followed the city's
Mierle sanitation workers to thank
= Laderman each of them personally and
34 Ukeles 1977 New York | Temporary | turn their everyday cleaning
US.A Project work into the spotlight of
Touch public attention. / Community
Sanitation members and viewers not
identified.
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S;t;:t r?;r Status of
No. | Project (Work) Image 9 Year Location Work Description/ Target Group
Title (Duration)
Houston
Conwil, The team traced themes of
Estella Aver African-American heritage
Conwill Resez;/rch over the last decade, re-tellin
35 Mé&jozo& | 1997 | Centre Temporgry _ this hlstor_y in the form of
Joseph Charleston Installation | diagrammatic floor drawings.
De Pace USA African-American
o communities and visitors not
The New identified
Charleston
Betsy
Damon The artist transformed publi¢
6 2009 New York | Temporary | spaces by utterly disrupting t
The 7,000 US.A Project | expected role of women. /N
Year Old identified.
Woman
i . The artist handed out pieces
Sheila . .
g i pink paper to friends and to
Levrant de .
37 2} Bretteville | 1973 Los Angeles Temporary | women on the street, asking
US.A Installation |  them to describe what the
ﬁn;l] ‘ Pink colour m(_aant to them.
poili oy / Not identified
PR i
Gustafson
Porter By creating a running wate
fountain, the artist helped
Diana, London Permanent people to remind of the
38 ) 2004 . ) o
Princess of U.K Installation | Princess, enjoying sensual
Wales impacts of the fountain.
Memorial / Not identified
Fountain
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D

oY

Artist or
Desianer Status of
No. | Project (Work) Image g Year Location Work Description/ Target Group
Title (Duration)
The artist and students listened
Tim Rollins South to stories, made drawings and
& K.0.S. Temporary | painted on the wall, based o
39 2002 Bronx . . .
USA Installation their own experience. /
Amerika o Voluntary participants and
viewers not identified
L When a chair which is relatef
Noriyuki . .
. Queen's to another chair is moved by|a
Fujimura . |
mall. Temporary | person, the related chair copied
40 2004 .
Remote Yokohama| Installation | the movement. / Spontaneous
. Japan participants and viewers no
Furniture ; i
identified
Margaret
Harrison The artist displayed 25
a1 1989 New York | Temporary women’s belongings to
Common US.A Installation | demonstrate their value to th
Land, public. / Voluntary participant
Greenham and viewers not identified
In 1987, the artist began thg
painting on panels. The debut
) exhibition was in Finland in
Judith Bacg Finland, 1990. In the course of
Russia,Isra travelling exhibition, each
el, country was supposed to ad
42 2006 | Palestine. | TEMPOraTY | one panel painted by the
The World : " | Installation .
Wall: Mexico, countrys artist. / The
Triumph of Canada institutions in the cooperating
the Hands countries being involved in th
project, voluntary participant
artists and viewers not
identified

o

D
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Artist or

O S o

D

O o

Desianer Status of
No. | Project (Work) Image 9 Year | Location Work Description/ Target Group
Title (Duration)
Helen Mayer
Harrison and Combination| Composed of photographs an
Newton of Long- | printed dialogues, the exhibitig
Harrison New York Term Projectf showed the situation facing th
43 1988 USA for Natural | river and the concerted efforts [of
Breathing o Reserve and the scientists to protect the river
Space for the Temporary | from the impending catastroph
Sava River, Exhibition of pollution. / Not identified
Yugoslavia
The artist | Through using a wheelchair or
travelled to crutches, or even wearing a
Jerri Allyn eleven sites| blindfold, participants listened to
New York | in New York.| stories about aging and disabiljty
44 Angels Have| 1991 |U.S.A The recorded on headphones and experienged
Been Sent tg stories were| life without certain physical and
Me broadcast | cognitive abilities. / Spontaneous
nationally on| participants and viewers not
NPR. identified.
The
exhlbltlon,.a Addressing homelessness an
part of social o o
L housing issues, the exhibition
activism ) )
Martha . placed film, video, photo and
project, had .
Rosler New York | three arts poster works alongside graphs
45 1989 . p charts, billboards and hand-
. US.A involving . .
If You Live over 200 painted slogans. / Artists and
Here : social activists participating in
artists and . .
L the project, and viewers not
activists identified
invited by ’
the artist.
The art work consists of plants
i that were native to America in
Alan Sonfist N
pre-colonial times. These planted
New York | Permanent
46 i 1965 . were replanted on a rectangular
Time US.A project . . .
plot of 25' x 40' situated in lower
Landscape

Manhattan until 1978. / Not
identified

94



4.4.2 Analysis of Case Study Examples

Prior to the analysis of the case examples (shovaection 4.3.1) with the tool model
(shown in section 4.3.1[Figure 4-1]), the relatidipsbetween each element of both

bodies, invitation and participation, needs to &talgished.

The figure below (Figure 4-2) shows how the inwitatelements work with the
participation elements, stimulating each of thentuim. This is a figure showing the

approximate value.

This relationship sometimes creates multiple lirdesg the figure shows a minimum
of two links and a maximum of four. However, in soprojects, multiple links cannot
be found. The links are identified based on obdemwand media reports, as well as
reviews of catalogues and/or books. In order toimmse the error in this analysis,
over 60 cases were scrutinised in the beginningyeNleeless, as it was found that
some participation elements were only tenuouslyneoted to the invitation elements
by a single link, 14 cases were rejected and thwirdng 46 cases were used for

analysis.

Sensual
Invitation Sensual

S P-S
. Participation
Experience
oriented
Invitation
Active

Participation

Ownership
related
Programme

Artistic
Involvement

P-I

Site Specific
I-SS Intervention
Exchange
Involvement

Emotional P-E
Invitation of

Storytellin
I-ES \J e

Figure 4-2 Relationship between Invitation & Pap@tion Elements

95



The following examples from the case study analgséschosen from the 46 cases to
demonstrate the process by which all 46 case stugkee analysed and the results set

out below.

The first example is the case of the Threshold ¢Ctsidy Example 15) and shows a
high number of links between five invitation elerteerand three participation
elements. This project is based on Sensual Ineitatising a sound installation
sculpture. The reason it successfully involved fimegitation elements is that the
methods used in this project were layered in uiegelements for inviting spectators

into the project.

The Threshold Project incorporates the storytellofglocal people and strongly
engages with residents’ participation using the &whip element by recording local
people’s voices and the sounds of local animale. familiar voice of a neighbour or
the participant himself or herself invites the wasiwho encounters this imaginative
project to enter into the condition of emotionagj@agement as well as simply to enjoy

the situation.

The sound comes randomly, and it encourages titervis encounter every different
work of art. This keeps the project alive and ke#éps participants continually

engaged.
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* Project title : Threshold (Case Study: Example 15)

Artist or Designer: Lulu Quinn

Location: Gatehead, U.K., 2003

Status of work (Duration): Temporary installation

Project description: When people enter the park entrance through #te, geople
can hear the random sound of the voices of locaplee which may or may not be
familiar. As people walk in, they react to the sdsiand try to interpret what they hear.
Pieces that recognize a certain site’s sense aesgach as this one, have increased
in numbers in recent years. Quinn’s piece is 5 esdill, with LED lights and sensors
attached to a stainless steel frame, and the giets sounds of the area’s students,
farm animals, and residents’ voices and songstinggeach time a person passes by
(Art Map, 2006).

Project Analysis by Tool Model:

Invitation Elements

Case Study Example 15 Analysis

Sound of animals and voices of local people aptré

Sensual Invitation
entrance gate

_ _ Experience Oriented
People can hear the sound of animals and voices. o
Invitation

Ownership related
Local people recorded the sounds played at the gate
Programme

Site Specific
The park entrance people use )
Intervention

Emotional Invitation
The story of local people

of Storytelling
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Participation Elements

Case Study Example 15

Analysis

People listen to sounds of animals and local péopteces. | Sensual Participation

People come closer or stop to hear the sound.

AE&tarticipation

Local people recorded their own voices and aniroahds. | Artistic Involvement

Analysis Result of Example 15

Invitation & Participation Diagram of Case Study Example 15: Threshold

Sensual
Invitation Sensual
Participation

Experience
oriented
Invitation

Active

Participation

Ownership
related
Programme

Artistic

Involvement

Site Specific
Intervention

Emotional
Invitation of
Storytelling

Example 15. Threshold

Figure 4-3Invitation & Participation Diagram of Exrale 15
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* Project title: Room of Our Own - Anyang Women's Corversation
(Case Study: Example 30)

Artist or Designer: Suzanne Lacy

Location: Anyang, Korea, 2010

Status of work (Duration): Temporary installation

Project description. The performance, over ten days, consisted of reeseof
conversations located in 15 different city envir@mts, all of which were taped and
photographed. These messages were sent to the Magothe city council in the
form of women’s agenda. Suzanne Lacy recorded gsatiens with women in 15
public spaces in Anyang, including swimming podsiilding sites and school
grounds, and carried out a piece that recordedetlcosversations in photographs
called ‘Room of Our Own — Anyang Women’'s Conveisaiti According to Miles
(2007), Lacy valued the process of making the wodte than the finished outcome,
and by refusing masculine conceptualization, @le process would not become
commercialized, and it provided spaces where peaoleld feel united), she

introduced an intervening art which drew the inse# female artists and critics.

Project Analysis by Tool Model

Invitation Elements

Case Study: Example 30 Analysis

The conversation of women was brought out to th#ipgpace Experience oriented

and the suggested issues were discussed. Invitation
The opinions of women as to the policy of Anyand ather Ownership related
issues were taken into consideration. Programme

Attitudes to women’s chatting were often seen asopesing and _ o
o _ ) o , Emotional Invitation of
dismissive, but the artist reinterpreted theiris®mto something _
Storytelling

important and meaningful.
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Participation Elements

Case Study: Example 30 Analysis

Anyang women discussed about their lives, envirariraad ] S
. Active Participation
many other issues.

These conversations were presented to the MayoCand o
. Artistic Involvement
Council in the form of women’s agenda.

Analysis Result of Example 30

Invitation & Participation Diagram of Case Study: Example 30.Room of Our

Own - Anyang Women's Conversation

Experience

oriented

Invitation
Active

Participation

Ownership
related
Programme

Artistic
Involvement

Emotional
Invitation of
Storytelling

Example 30. Room of our own - Anyang Women'’s conversation

Figure 4-4Invitation & Participation Diagram of Exple 30
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* Project title : Weather Project (Case Study: Exampé 01)

Artist or Designer: Olaf Eliasson

Location: Tate Modern, London, U.K, 2003

Status of work (Duration): Temporary installation

Project description: The artist installed an artificial solar lamptire exhibition. The
light is generally used in street lighting and waasnono-frequency lamplight that
made only yellow and black colours visible. Thueg participation of visitors creates
the visual transformation field around the vastpaohthe Tate Modern gallery into a
new landscape. This happens because the audignge |l& down on the floor to

enjoy the whole atmosphere with a fully physicalagement.

Project Analysis by Tool Model

Invitation Elements

Case Study: Example 01 Analysis

Sun inside the museum Sensual Invitation

. . i ) Experience oriented
Ceiling covered with reflective material

Invitation
, _ _ Site Specific
Size and unique architecture of the space )
Intervention
Participation Elements

Case Study: Example 01 Analysis
Looking at the strong sunlight lamp Sensual Paditton
Visitors enjoy the artwork by lying on the floor e Participation
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Analysis Result of Example 01

Invitation & Participation Diagram of Case Study: Example 01. Weather Project

Sensual
Invitation Sensual
Participation

Experience
oriented
Invitation
Active
POt B ' Participation

4 Ay
/ Ownership %
L} 1
. related =
\ 1
', Programme ,/
. ,

---- Artistic
Involvement

Site Specific
Intervention

id N

’

/! Emotional

I . .

\ Invitation of ;

' 1  §

\\\Storytelllng K
’

5 .

Exchange
Involvement

~a -

Example 01. Weather project

Figure 4-5 Invitation & Participation Diagram of &xple01
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* Project title : Happy World (Case Study: Example 1§

Artist or Designer: Kang, IkJoong

Location: DMZ, Korea, 2008

Status of work (Duration) : Temporary installation

Project description: Children participated in the event by drawing therieams on
blank paper for the art project. It is a projecrsd and interpreted by many people as
an installation of children’s paintings gatheredthg artist. Furthermore, the artist, as
director, planned the publicity and advertisemetratsgies, and designed the

architecture that supported the exhibition space.

Project Analysis by Tool Model

Invitation Elements

Case Study: Example 16 Analysis

_ _ Ownership related
Drawings were done by children themselves.

Programme
Korea is the only divided country in the world dDiZ is the Site Specific
boundary between South and North Koreas. Intervention
Participation Elements
Case Study: Example 16 Analysis
Children played a big part by making all the draygin Artistic Involvement
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Analysis Result of Example 16

Invitation & Participation Diagram of Case Study Example 16. Happy World

- ~i

/ Sensual %

JUETEN " "\ Invitation / Sensual
s NN Participation
¢/ Experience % "~ .-’

! oriented ! \

1 . ” 1
s, Invitation

Participation

Ownership
related
Programme

Artistic
Involvement

Site Specific
Intervention

’ b

! Emotional

I . .

i Invitation of ;

' : I

\\Storytelllng J
4

h ’

Exchange
Involvement

Example 16. Happy World

Figure 4-6 Invitation & Participation Diagram of &xple 16
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e Project title : Square Depression(Case Study 03)

Artist or Designer: Bruce Nauman

Location: Munster, Germany, 2007

Status of work (Duration): Temporary art work design became permanent public
space design (because of popularity).

Project description: Square Depression is a project which was origiradisigned in
1977 when Bruce Nauman was invited, along with oither artists, by Kasper Konig,
one of founders of Minster Sculpture Project, t&ena sculpture for an open space.
It was built 30 years later on the campus of Ursitgrof Minster, in the Department
of Natural Science. Square Depression is an indgrt@amid, a ‘walk in’ sculpture
made of white concrete. The aim was to create eespehere one could experience a
feeling of being isolated, helpless and alone.slipossible to both watch and to
experience within an overturned square shape whesgectator/participator enters.
It conveys the feeling of seeking protection frdma tepression and hopelessness that
one gets from the centre of the piece. This workhsut the external quality and
vanishing point of a space. At the same time, tlepressed square portrays
psychological feelings beneath the vanishing p@trengenberg, 2007).

Project Analysis by Tool Model

Invitation Elements

Case Study Example 03 Analysis

The optical illusion presented by Square Depressopts people Experience oriented

to walk into the artwork. Invitation
The Square Depression is located in front of S@draboratory in Site specific
Minster. Intervention

Participation Elements

Case Study: Example 03 Analysis

People enter the space inside Square Depressicenandnter a , o
} Active Participation
new experience.
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Analysis Result of Example 03

Invitation & Participation Diagram of Case Study: Example 03

Square Depression

- -

[
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Example 03. Square Depression

Figure 4-7 Invitation & Participation Diagram of &xple 03
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e Project title : Surround Me (Case Study 14)

Artist or Designer: Susan Philipsz

Location: Walk from the north to the south side of Londondgg, U.K, 2011

Status of work (Duration): Temporary installation

Project description: The artist created seven compositions of songghotown. As
people walk around, people can hear the soundseoafsurroundings. It helps them to
realize the unconsciousness part of their heameglfies. In ‘The Lost Reflection’
(2007) for example, Susan Philipsz is singing ‘lgveight, oh night of love, smile
upon our joys’ beneath the Torminbruecke bridgéake Aa. This song is based on
‘The Story of the Lost Reflection’, a story writtéry the German romanticist E.T.A.
Hoffmann. It is a story about a beautiful but esolurtesan, Giulietta. Men who are
cursed by Giulietta lose their memories, and am@blento recognize their wives and
children. The sound passes through speakers aodates across the lake. The voice
cannot change the space that the sound is fillmd, it completely changes the
experience people have in that space. The two s@oend as if they are calling to
each other, disappearing into the traffic noisehenbridge, and signify Venice, where
the story is set.

Project Analysis by Tool Model

Invitation Elements

Case Study Example 14 Analysis

The 7 pieces of songs composed by the artist anddbustic
works installed in 6 areas along London Bridge walke related Sensual Invitation

with current, cycle and recurring water.

i . o Experience oriented
People listen to songs of different channels amdistic pictures. o
Invitation

_ _ Site Specific
6 areas along London Bridge walks chosen by thist art )
Intervention

L i Emotional Invitation of
The historical memories about water _
Storytelling
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Participation Elements

Case Study Example 14

Analysis

Pedestrians listen to the artist's songs.

* Analysis Result of Example 14

Sensuctipation

Invitation & Participation Diagram of Case Study: Example 14.Surround Me

Sensual
Invitation Sensual
Participation

Experience
oriented
Invitation

Site Specific
Intervention

Emotional
Invitation of
Storytelling

Example 14. Surround Me

Figure 4-8 Invitation & Participation Diagram of &xple 14.
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4.4.3 Result of Analysis

» Case Analysis Classified by Invitation Elements

All 46 case studies were analysed using an apprsiacitar to that demonstrated in
the 6 selected cases. Graphs were created to $lgowsual results, as classified by
invitation and participation elements (see sectddh2). From Figure 4-9 it can be
seen that the frequencies of two invitation eleme®ite-specific Intervention and
Experience-oriented Invitation are significantlgiher than the rest of elements.

Experience-oriented Invitation has been identified2 of the 46 cases. This result
shows that the Experience-oriented Invitation use@d means of attracting interest of
potential participants can be found in most of¢dbses in the analysis. As illustrated
by the selected examples in the previous sectiereence in public art and design
projects includes a variety of physical movememns actions. Thus, experience

within one element may be complex.

42/46
cases

35/46
cases

28/46 27/46

cases cases
18/46
cases

Sensual Experience Ownership Site Specific Emotional
Invitation oriented related Intervention Invitation of
Invitation Programme Storytelling

Figure 4-9 Case Study Analysis Graph of Invitatidements
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Figure 4-9 presents an analysis of the invitatitements. However, quantitative
accuracy in divisions between elements is not timgry concern of this research.
The purpose of this analysis is to ensure thahyijp@thesis established in section 4.2
works in practice and to identify which elementpegr more frequently. Therefore,
the sole purpose of the quantitative analysis cfesais to assist the qualitative

analysis.

The Site-specific Intervention is found in 35 of déses. This high level of result
indicates that place plays a large role for thataton of people. Environmental
factors related to a particular site affect thgguband, in addition, in the place which

has unique site specific factors, people are aédaio the project.

As seen in the 28 cases out of 46 results, theugefrsvitation is usually included in
the experience related to art and design projéctshere it is classified separately.
The reason is that, unlike other traditional visads, the projects to be analyzed in
this research are using senses to attract peqmeipation. From the invitation
perspective, the value is expressed as human emgagebased on the new
methodology which transcends economic value.

* Case Analysis Classified by Participation Elements

Figure 4-10 shows the results of quantitative aialyof the four participation

elements (see section 4.3.2) found in the cases.

The Active Participation is seen in 41 cases odt6ofAs shown in case study example
number 01, people sometimes lie down or sit dowrthenfloor holding each other

and facing the ceiling of the museum. In case s&xymples numbers 05 and 06,
people participate more actively. Participants ftdlly enjoy themselves and play as if

they are in a playground by jumping, running andirs) in these projects.

Sensual Participation is found in 26 of 46 casedrives participant’s behaviour and

physical involvement as shown in case study exasnplenbers 14 and15.
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The Artistic Involvement is found in 26 of the 46dathus in more than 50% of the
cases. It is influenced by New Genre Public Artsaglied in Chapter 2. It can be
found more frequently in the contemporary projecttagets closer to the present. As
demonstrated in case study example number 16ethdt rof Artistic Involvement by

participants often became a part of the art wagués from an ethical point of view
and in relation to copyright are still debatableviBrtheless, it is a fine example of

collaborative participation and a powerful key eégn

Exchange Involvement shows the lowest percentagengnthe five participation

elements. Nevertheless, it is still important assitclosely related to the Artistic

Involvement. With regard to Artistic Involvemenietissues of sharing copyright and
other values created by participation, which careafly affect the practices and
patterns of Exchange Involvement to be establishethe future, have not been
adequately addressed yet. Exchange Involvemenérsopal and it sometimes has
unexpected or unplanned results in terms of theigdess role. Exchange

Involvement would be critical for future public ahd design projects in that it can
extend the links created among participants andtgidesigners of the projects and
thereby enhance sustainability of the projectsSpitalfields Project, one of the test
projects to be presented in Chapter 6, the vegtafplown by participants were
presented to other participants and the eventedtea¢w links among old and new

participants and the leading group of the project.
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41/46
cases

26/46 26/46
cases cases
1/46
cases
Sensual Active Artistic Exchange
Participation Participation Involvement Involvement

Figure 4-10 Case Study Analysis Graph of ParticypaElements

» Case Study Analysis Using the Analysis Tool

Figures 4-11 to 4-16 on the following pages shosvrésulting analysis of all 46 case
study examples in visual diagrammatic form. Theuaisdiagrams derived from the
analysis how which invitation and participationreknts are found in each case study
example project. Relevant links are shown but limkgch are not applicable are
erased. The keys to the abbreviated symbols wilbbed at the end of diagram 4-16.
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Figure 4-11 Case Study Analysis of E01-E08



Figure 4-12 Case Study Analysis of E09-E16
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Figure 4-13 Case Study Analysis of E17-E24
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Figure 4-14 Case Study Analysis of E25-E32
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Figure 4-15 Case Study Analysis of E33-E40
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I-S : Sensual Invitation

I-E : Experience oriented Invitation
I-O : Ownership related Programme

I-SS : Site Specific Invitation

I-ES : Emotional Invitation of Storytelling

P-S : Sensual Participation
P-A : Active Participation
P-1: Artistic Involvement
P-E : Exchange Involvement

Figure 4-16 Case Study Analysis of E41-E46



4.5 Key Findings and Next Stage Plans

In this chapter, many existing cases of publicaadl design projects were closely
examined as a major developmental step to buildimgw model for practical full-
scale application. It showed the formulation of tie®l for analysis, comprising
invitation and participation elements extrapolatesin the research hypothesis and
literature review. Invitation elements were iddaetf as Sensual Invitation,
Experience-oriented Invitation, Ownership-relatedroglamme, Site-specific
Intervention and Emotional Invitation of Storytatl. Participation elements were
found to be: Sensual Participation, Active Paratign, Artistic Involvement and
Exchange Involvement. The four elements in thetatin element group are linked

with the five elements in the participation elemegrdup.

In order to verify the test and identify the iratibn and participation elements in
public art and design projects, a research tool avaated to map the links between
invitation and participation elements identifiedrfr 46 carefully selected cases. This
process generated results which will contributéh® development of a main model

which will be formulated in Chapter 5.

As reported in Chapter 2, participation in art aedign projects was developed in the
U.S.A. However, the awareness in government styatdgthe social impacts of

participation in the field of art and cultural adty is particularly high in the U.K.

Further, according to the Australian governmenrategic report, ‘Social impact of

participation in the arts and cultural activity’ (l@ural Ministers Council, 2004), in

the U.K, every related advisory body of governmentconcerned about social
exclusion issues and community issues. Thus, therityaof case examples chosen
in this chapter for case study analysis come froenU.S.A and the U.K, rather than
from the rest of the world.

The hypotheses established in this chapter aboait idientified invitation and
participation elements which work in the collaboratparticipation process of art and

design projects have been shown to be reliable.
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The concept of public space is complicated andhénconcept, physical and material
resources and elements are contained that can dmireed to produce rigorous
research results. This is why the conceptual maded for the analysis of the case
studies is rooted in interdisciplinary research alhincludes the development of

culture-led urban design and public art and deadpiressed in the literature review.

Therefore, one limitation of the qualitative an@dysf case studies is that, in spite of
its potential value and innovative nature, its feavork model may be subject to
inevitable accusations of subjectivity. This magacalbe the case concerning the
quality of the analysis process. Within this liniba, this research plan progressed to
carrying out the testing of projects for validitpcagained evidence of the principal

elements which are required to build a new conadptiodel.

Collaborative works with the community or resideetscourage their participation
through setting preconditions such as ‘neighboudkexaled’ and ‘hands-on’. They
create collaboration through politicizing art aratdl issues. This can be largely
divided into ‘hands-on’ projects which work withettcommunity and ‘hands-with’

projects that deal with social issues at cultueakls with experts. Artworks created
together not only provide artistic experience, &lsb create a political, psychological,
and social sense of belonging and self-esteem wahtcommunity and the culture.
The experiences of taking part in artworks whicl mdependent and creative can
provide grounds for the spontaneity of forming amerative community.

Chapter 5 will now develop these major themes wilhnalie been revealed through
this research and the researcher’s professionatipea and formulate the first new

conceptual model prior to testing.
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5 BUILDING THE MODEL

5.1 Introduction

This chapter is a key chapter of this research mmes$ents both the process of
developing the model, and the emergent conceptwaleinfor a new approach to
public art and design projects for urban regenemaths a progression from the case
study analyses in Chapter 4, this chapter contitheeslevelopment of a participation-

based art and design project model for culturedidan design.

To understand the meaning of the model, SectionaBdresses the model design
rationale, describes the aims of this chapter,eapdiains what will be presented in the

following sections.

Section 5.3 presents the elements of which the modmprises. Section 5.3.1
includes the diagram of the relationship betweem ittvitation and participation

elements as a means of explaining the interactamments of the model. Section5.3.2
explains those five elements in the model idertifés the interactive participation
elements. Section 5.3.3 establishes the Transfa@maone, where the interaction
happens in the model.

Section 5.4.1 contains the first conceptual modetgnted as a diagram and describes
the working process of the model. To understandfeatures of the model, Section

5.4.3 explains the application to the five représeve features of this research.

Section 5.5 which summarises Chapter 5 presentditiengs of the chapter and
gives information on following chapter which comgitwo projects for testing the

validity and application in practice of the model.
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5.2 Model Design

The aim of Chapter 5, as the core of this reseaschp develop a model. The
formulation of the model is to first sketch/outlitlee conceptual structure of the
participation-based public art and design projacicess, then to evaluate what the
project consists of and how its various elementskwagether.

The second purpose in the model formulation prog@ssentioned in Chapter 1 and
Chapter 2, is to consider and test whether the mwdeks in real practice, and to
create a potentially valuable functional model. Thepose of the model in this
research is to improve practical results of progadtomes, with a view to closing the
gap between theory and practice. With the aboves ammind, the direction of the

model was found progressively through the chapiktisis research.

In Chapter 4, the patrticipation elements were eitdchas examples of the working
catalytic agents as part of the model. This chaiptegrates these elements into the

conceptual model.

As Eco (2006) asserts, the object and the worldt im@pen for communication to
be possible. He also commented that opennessag al&ment to providing a ground
for creativity (ibid), thereby asserting one of tkey directions of the model. The
challenge is to include interactive communicatigrilae nucleus of the model. Thus,
in accordance with the second purpose of this miodiéding, it becomes important to

inform the practical points of the model by usixgerience prototyping.

Dewey (1934) stated that art is an experience. Whs criticized by Pepper (1939) in
the period of time when researchers could not larks without aesthetics or
philosophy. However, in this research, Dewey’s an of art by experience and
behaviour is respected and provides a backdropeiwhéne model may be regarded

as experience oriented.
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5.3 Developing Model

5.3.1 The Relationship between Invitation Elements and Participation

Elements

The interactive participation elements in this egsk correlate with the elements of
invitation and participation which are extractednfr the analysis of 46case studies in
Chapter 4. The interactive participation elemerds be defined as the elements
working in a creative interaction and in the tramsfation zone in the model, and
which encourage voluntary participation in a pulitand design project. Interactive
participation consists of five elements: (1) Stelyng; (2) Site Specificity; (3)
Synthetic Invitation; (4) Artistic Involvement; (Experience.

Chapter 4 has previously described the five intaind four participation elements
and therefore this section excludes the descriptibreach element and directly

develops the discussion about the interactive @pation elements for the model.

The diagram in Figure 5 presents the five intevacparticipation elements working
in the participation-based public art and desigojgmt. As the diagram shows, the
links between the elements from two sides are mapls or linear. Each element is
linked to or influenced by more than two countetpalements. For example,
invitation elements and participation elements, twnterpart elements in the
diagram, are linked with one another in the proaafssestablishing the interactive

participation elements.
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Invitation Elements Participation Elements
Storytelling
Sensual Invitation Sensual Participation
Pl N
Experience
Oriented Invitation

Active Participation

Synthetic
Invitation

Artistic
Involvement

Experience

Ownership
Related Programme

Artistic Involvement

ST

Emotional Invitation

through Storytelling Exchange Involvement

Transformation

Figure 5-1 Relationship between Invitation and iegration Elements

The above diagram, developed from ‘soft elemems’the urban regeneration
planning from Section 2.5 of Chapter 2 as grourneints, is a conceptual map of
the relationship between invitation elements andigpation elements that emerged

from the analysis of case studies in the previdwapter.

Detailed explanation responding to questions sighVehat is the Transformation
Zone in the diagram above?’ and ‘What does eaanerie mean?’ are dealt with in

the following sections.
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5.3.2 The Interactive Participation Elements in Tra  nsformation Zone

The ‘Transformation Zone’ [centre of the diagramvhere the above elements come
into play, is interpreted as an interactive zonke Term Transformation Zone is

originated and developed specifically for this srsé.

The Transformation Zone consists of five partidipatelements which actually
interact with the human participants. These elemard Storytelling, Site-specificity,
Synthetic Invitation, Artistic Involvement and Expmce. These five interactive
participation elements play a key role in the wogkiprocess of the model. The
following paragraphs explain each interactive pgttion elements in the

Transformation Zone.

* Storytelling

This element is enjoined with two invitation elertenSensual Invitation and Site-
specific Intervention, and invites the participatielements, Sensual Participation,
Artistic Involvement, and Exchange Involvement. 3&e&lements come together and

become a part of the Transformation Zone.

» Site-Specificity

This is an element which intervenes in everydag. liit invites participants to
experience perspectives different from their liviagvironment. As the case study
examples 01, 15 and 43 from Chapter 4 indicates &ément works with two
invitation elements, Experience-oriented Invitataord Site-specific Intervention, and
involves two participation elements, Active Papation and Artistic Involvement.
Although this element can be linked with the réghe elements as well, this diagram
attempts to discuss the dominant relationshipspatigtrns among the elements. Each

element is arranged under the dominant elemeriteedfransformation Zone.
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« Synthetic Invitation

Synthetic Invitation takes the form of a criticalareness by going through different
sensual experiences in the process of participatiquublic art and design projects
that have impacts on perceptual senses. Case siaiygples 04, 12 and 27 from
Chapter 4 are good illustrative samples. This efgnweorks with two invitation
elements, Sensual Invitation and Experience-ortehteitation, which trigger the two

participation elements, namely Sensual Participadiod Active Participation.

* Artistic Involvement

Participants can take the role of artist or degigneorder to be involved in the
process of artwork creation. This activity engesdeteraction and collaboration in
the making process, which is traditionally regardesdthe domain of artists and
designers. Artistic Involvement can be found inecasidy examples 07, 28 and 39 of
Chapter 4 of this research. As shown in the abaoxgram, this element works with
two invitation elements, Experience-oriented Inwita and Ownership-related
Programme, and generates interactions together twith participation elements,

Active Participation and Artistic Involvement.

* Experience

As the case study example38indicates, this elernewérs the whole process of
participants physically and mentally becoming at pdrthe project. Experience is
linked with two invitation elements, Experienceemied Invitation and Ownership-
related Programme, and involves three participagi@ments, Sensual Participation,

Active Participation and Exchange Involvement.
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5.3.3 The Transformation Zone

* Interactions of Invitation Elements in the Transformation Zone

The Transformation Zone is where the five ‘intergeparticipation elements’ interact
with each other and engage with the participantshef project. Interaction in the
Transformation Zone occurs in two steps. As tret 8tep, the interaction between the
participant and the invitation elements starts. Timnatation elements are in the

project side, which means the position of the pgudint is passive here.

The figure below shows how each invitation elemisntinked to the counterpart
elements when the transformation process is va@lis

Invitation Elements Transformation Zone

Sensual Intervention Storytelling / Synthetic lavibn

Experience-oriented _ o _ _
o Synthetic Invitation / Artist Involvement / Expeniee
Invitation

Ownership-related o '
Artistic Involvement / Experience
Programme

Site-specific Intervention Site Specificity

Emotional Invitation through Storytelling / Site Specificity / Synthetic Invitah /
Storytelling Experience

Figure 5-2 Interactions of Invitation Elementslie fTransformation Zone
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* Interactions of Participation Elements in Transformation Zone

The interaction between the participants and ppédimn elements is explained as
follows. This second step in the Transformation €amanges the participation to
become pro-active through the process. It promdtes participation of the

participants and thereby develops ownership andtiers. Therefore, the second
stage interaction in this research can be calledeative interaction. It is the most
critical role in the whole process in the modekdese it is related to the participant’s
transformation process from passive spectatortiveaparticipant and it directly links

with the feedback from one participant to the natticipant and the project in the

working process of the model.

The following explains how each of the participatielements is linked with the
counterpart elements of the Transformation Zone nwhige transformation of

participation starts.

Participation Elements Transformation Zone
Sensual Participation Storytelling / Synthetic tation / Experience
Active Participation Site Specificity / Synthetivitation / Experience
Artistic Involvement Site Specificity / Artistic \rolvement / Experience
Exchange Involvement Storytelling / Experience

Figure 5-3 Interactions of Participation Elememtshie Transformation Zone
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5.4 The Participation-based Public Art &Design Mode |

5.4.1 The Model

One of main objectives of this research is to dgvéhe model which shows residents’
(or other visitors’) participation elements and {m@cess of public art and design

projects for community concerning culture-led regration.

Throughout the progress of this research, the mbdsl been developed, as have

names such as the ‘Participation-based Public Arégign Project Model'.

Cultural and artistic programmes have played areasingly prominent role in urban
regeneration initiatives in the UK since mid-1980Qandry and Matarasso, 1996;
Braden and Mayo, 1999)

The features of the model emerging from this reeaiill be further discussed later
in this chapter. However, first it is necessaryetophasise that the key word of the
model is the ‘participation’. Thus, it is a modedsed on human participation by
experiencing the project. It is a model for papation—based public art practice. Its
success may be judged by the manner and extenhitthvit encourages people to

participate in the project and, share and take ostme of the project.

Therefore, in order to be translated and deliveamedhe practitioners and strategy
makers who are sometimes not experts in publi@@adt design project, the process
has been simplified as far as possible to enhamckerstanding of the principal

factors and add clarity. The key part of the masl¢he Transformation Zone which is

located in the middle of the loop. It has the finteractive participation elements in it.

What this research shows through this model ig¢tsionship between participants
and projects and the relationship among particpdmemselves through the project
process. It shows how each participant is relatetiateracts with the participation,
and, finally, can be transformed. The model shdwsvthole cycle of the participation

process.
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The following diagram shows the manner in which tRarticipation-based Public

Art& Design Project Model’ works in practice.

Feedback
to the Transformation
Element Group

Site
Specificity |

Participant 1
Mo Participant 2
ey :

Synthetic

Invitation

Participant 1-1
Participant 2-1

Artistic  \
Involvement

Feedback
to
Participant 2

/

Experience
Transformation
Zone

Figure 5-4 The Participation-based Public Art & @esProject Model

The model shows how Participant 1 takes part inpgigect and transforms into

Participant 1-1 after going through Transformatzmme.

The pattern of interaction is depicted as a compktwork. This is because it is based
on participant’s behaviour, the initiative of theoject is shared with the participant,

and thus more than two sequences are linked here.
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Because of the open-ended nature of many projgws.eliability of this model can
be questioned. But the mainstays here which may ctastant in all projects are
participation elements from Section 5.2.1, whicltph@e critical transformation of

participants in the Transformation Zone.

The model demonstrates the process of the whofeitoa participation-based public
art and design project. It starts when Particidaat the starting point on the right side
of the model shown here (Figure 5-4) becomes acgaant in the project. The route
of participant is drawn with thin lines in the méde which the role and attitude are
reactive. When Participant 1 meets the five pgdéiton elements the interactive

experience awaits Participant 1 in the TransforomaZione.

Through the various kinds of experience and involest in a public art and design
project, Participant 1 transforms into Participal®l, a proactive participant.
Participant 1-1 then gives influence to the new iogniParticipant 2. The project itself
then precedes to the next stage feedbacks. Thehegi® of this research in this loop
Is that Participant 1 becomes Participant 1-1 andexzomes involved in the network
to invite Participant 2 to start his or her jourretythe second stage of the process,

from which the whole process continues and devetoptutionarily.
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5.4.2 Working process of the Model

The model of this research is about the proceshuman activity,because it i
designed to reflect the experiencf being human. Thus, annderstandin of the
process of the modehust be viewed in the context time and other conditior
which influence the participant. However,can be seen that human participe
generally follow thisroute intheir process of egaging and deciding upon whethet

participate and subsequently influence otl
The figure below showthe steps of the working process in the modelxplans one
generation of the loop and gives further understandf the model in practic

. Stagel : Starting Stage

At the starting stage of the process of the modelStage 1, the Participal
(Participantl) takes pam the project. Thespectatordere, before experiencing t
Transformation Zone, anmgot prc-active yet. In the model, the passive participal
called ‘Participant 1’ compared to tlpersonwho is already transformed into a -
active participant.

Participant 1
Participant 2

Figure5-5Starting Stage of the Model
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» Stage 2 : Experiencing Stage

Stage? is the stage in which ‘Participantl’ engagis the participation elements of
the Transformation Zone. As Figure5-6 below shdaticipant 1 responds to each
project element by the invitation of the projecs presented in the previous section
5.3, the five participation elements in the modecaurage the participants to
participate. It supports motivation for the engagatrto the project. Representatively
described as five elements, the participation etgsndo not work on their own. The
participation elements are simultaneously workind aometimes working as double

or triple elements. The elements here form an aptibnk which is linked differently

by every project’s different environment.

£

Site
Specificity

Participant 1
Participant 2

Synthetic —
Invitation —

Artistic
Involvement,

%
Transformation
Zone

Figure5-6 Experiencing Stage of the model
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» Stage 3 : Transformation Stage

Stage 3 is called as the transformation stage taisdthe stage when ‘Participant 1’
transforms to become ‘Participant 1-1'. It is theylstage in the process of the model.
It shares a similar mechanism with the process knasv‘transformation’ in physics.

Participantl changes his/her position from objectiy subjective. The participant is
influenced and controlled by the wave which trareslaas participation elements in

the model.

Stage 4 overlaps with Stage 3 inevitably because hibfore and after the
Transformation Zone is not perfectly clear and aspends on the project’s situation

and the participant’s condition. It is thereforeekational division.

The degree of participation is differently engagedvery case of project. There is no

hierarchy between elements and the projects.

)

Site
Specificity

Synthetic

Invitation

Participant 1-1
Participant 2-1

Artistic
Involvement

Experience

Transformation
Zone

Figure5-7Transformation Stage of the Model
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« Stage4: Feedback Stage

As a last stage of the first cycle or generatidag8 4 is called the ‘Feedback Stage’.
The transformed ‘Participant 1-1’ gives the feedbimctwo directions. One is to the
newly coming participant, described as ‘Participant the model. As shown in the
process of the model below (Figure 5.6), the feekllfeom Participant 1-1 is linked
to Participant 2. Therefore Participant 2 actuatgrts the project with a totally
different status from the very first participanthéfefore, as the model shows, the

project is growing right from the start.

D

Storytelling

Site \
Specificity \\ Participant 1
s Participant 2
Ty 3

Synthetic
Invitation

006

Participant 1-1
Participant 2-1

Artistic
Involvemen

I;

Feedback
to
; Participant 2
Experience

0

Transformation
Zone

14

Figure5-8The Feedback Stage of the model 1

The other direction of feedback is to the projaself. There is a co-evolutionary
concept to the project which gives the optionaldibon of open-ended project or
shared initiative project design from the beginniAg seen in the cases in Chapter 4,
this remaining space for participation or feedbactkthe project often becomes a

promotional feature by or without intention.
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Feedback
to the Transformation
Element Group

\

Site %
Specificity % Participant 1
. Participant 2

g
Synthetic

Artistic 1\
Involvement,

\@
Transformation
Zone

Figure5-9The Feedback Stage of the Model 2

Participant 1-1
Participant 2-1

7

Overall, Stage 4 has a very important role to kbepproject alive and continuous. It
is critically related with the sustainability ofelhproject. It also interacts with the

degree of the project’'s growth.

5.4.3 The Features of the Model

In accordance with the objectives of this reseatich, developed model to propose
practice has six features: (1) Human-centred, eEence-oriented, (3) Practicality,
(4) Spontaneity, (5) Continuity and (6) Co-evolatwy Growth. Below are the

descriptions of each feature of the model.
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« Human-centred

The model of this research is based on human paaticn, and thus, it has features
of human-centred design. Both the object and subpécthe model are human
participants. As asserted by Hall and Robertson0X20and Miles (2003)
institutionalised public art projects and urbanigiestrategies can often disadvantage
a community. So public participation of contempgrart rose to serve communities
and engage with social practices. These kindstustiarprojects became an effective
factor in social change and social awareness inetrexyday living environment
(Bertolino, Comisso, Parola and Perlo, 2008).

As the model is related to human cultural behayiany measurement of success and

evaluation of the model has a complicated and taisie nature.

* Experience-Oriented

The model is based on the experience of participamid thus incorporates soft
elements (first discussed in Section 2.5, ChapteDge of the features of the model
is that because it is designed for participantgesience, it is process-oriented.
Therefore, the whole cycle of the loop in the moeé&presses the process of
participation in the project. As Norman (2003) pethout, Experience Design helps
to build a bridge between rather subjective intalegelements in everyday life and
the tangible technical side of urban design. Tlasaea is that the interactive design is
based on how experience shows emotional interactiaa well as physical

interactions (Norman, 2003) between people andesppeople and objects, and

people and people.

As Garsin (2005) emphasises, culture-led city region advocates the experience

of place as the key element for successful pladenga
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* Practicality

This model was designed to function and based emethl world. It is developed for a
practical test in a real situation. Therefore, thedel is not an abstract conceptual
model. To respond to the aim of this researchntbeel is a kind of prototyping to
test the hypothesis of this research and so igydedifor usability. Testing will be
reported in the following Chapter 6.

As a practice-based model, this model has the Miltyi in connection of areas
between the users, the participants and the emiats, for example in the
conditional elements of the project. It can adapthe different environments of

everyday life and different spaces of the partictpa

* Spontaneity

In the model, the participant transforms by pgpating in the process shown by the
model, and gains ownership. As explained in Secto8, this transformation
influences Participant 1 to change to Participatt dnd he or she is then ready to
give feedback to the project and to the new padiai (Participant 2).

Evans (2005) pointed out that community ownersimg the involvement of people
are underutilized resources in cultural planning pablic art programmes because of
its inherent limitations of measurement. However,eémphasizes the importance of
ownership (Evans, 2005). The above opinion is stpddoy Miles (2005) who also

addresses the need for the invitation of peophadake and shape the culture together.
As key features of the model, ‘Spontaneity’ alonghwOwnership’ of participants
provides both energy and synergy to make the mode.

« Continuity

Another of the main features of the model is ‘couity’. It is related to one of the
other features, namely, ‘co-evolutionary growtl.the model, the transformation of

Participant 1 into Participant 1-1 gives feedbaxrkhe model’s loop.
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Based on the above feedback, as a part of theagtiens in this project, the model
keeps working by moving around the cycle and it esal loop. This continuity is

related with the sustainability of the model. Whearticipant 1-1 has ownership after
going through the transformation process in the ehaihe loop moves by creative
energy which is generated by the interactions betwgarticipants and projects, as

well as interactions between former participants later participants.

» Co-evolutionary Growth

One of main features of the model is the extenitibihfluenced by the ‘spontaneity’
and ‘continuity’, the model is able to grow orgaalig. The layers of feedback and the
interactions in the model support the loop’s movenand growth. As the process in
the model in Section 5.4.2 explains, this feedblgek in the direction of the next
participant and the project. Therefore, the progsb grows and changes together
with the participant. In the model, this featur&mown as a co-evolutionary growth.

Eco (2006) asserts that the open-ended theorythi&egame theory of Morgenstern
and Neumann (1944) has already proved its engageméti the contemporary art
through performative painting. He said that, theref a kind of organic flexibility
results in open-ended theory applied to so margareh areas (Eco, 2006).
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5.5 Key Findings and Next Stage Plans

Chapter 5 brought together the entire key resefanclings to formulate a practical

model which makes the participation process mopi@ik

Prior chapters support the development of the maated subsequent chapters will
show how the research findings were tested and thewalidity and limitations of

the model were established.

This chapter may also be interpreted as an evolatioprototyping process. The key
element for the model is to become a combinatiorthef elements developed in
Chapter 2 and Chapter 4 to extrapolate the Tramsfoon Zone which illustrates the

participation element as the principal feature.

The model, prototyped through the diagrams in ttiwpter, is composed of
generations, with each generation consisting ofr feieps: the participant (P1)
participates in the project; P 1 passes throughlthasformation Zone; P 1 becomes
an active participant (P 1-1);P 1-1gives feedbacthe project. These four steps take

the form of a continuous loop.

The purpose of developing this model, as Secti@mobthis chapter explained, is to
develop a functional practice model. In order t@eder support for the model's
validity and practical usage, the following Chapsepresents test projects that fulfil
the objective of verifying its potential value imagtice, including identifying the
possibilities and limitations. Chapter 6 will examithe model developed in this
chapter by using projects in which the researchas & lead artist in real urban
regeneration projects as the cases for testingthvittactual residents as candidates for

participation.
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6 TEST PROJECTS

6.1 Introduction

This chapter aims to test the developed model iap@&r 5.Two test projects were
designed for this purpose: test project 1 SpitaliieProject (Section 6.2) and test
project 2 Gasiri Project (Section 6.3).

To affirm the feasibility and potential of the mdd8ub-section 6.2.1 displays the
objectives and target issues of the test projeest Iaves the reason for selecting the
site and its development plans. 6.2.2 presentsuhenary of the test project 1. 6.2.3
describes the process of the project in each s#gk how the model and the

developed elements are applied to forming a framleviar the test project 1. As a

result of the first main test project of this rasba 6.2.4 shows the points of
achievement from the Spitalfields Project.

With the same format of contents, the test profeetGasiri Project is presented in
Section 6.3. Sub-section 6.3.1 displays the tedtimgework and objectives of the
test project 2. It unfolds the reasoning and quoastihat lead the test project to meet
the objectives of this research. 6.3.2 is the sumroé test project 2. Sub-section
6.3.3 presents the project in detail, describiregdbvelopment of the project in each
stage as well as the target issues. It also dispiesypal materials from the process of

Gasiri Project. 6.3.4 analyses the points of agrient from running test project 2.

As the final section of this chapter, 6.4 presahts key findings of these two test
projects and confirms that the model was validadtgdthe test within identified
limitations and further aspects concerning itsaunability are identified. The last part
of Section 6.4 introduces the next stage planshwwl be followed up in Chapter 7.
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6.2 Test Project 1 Spitalfields Project

6.2.1 Test Project 1 Design

* Reasoning

The reasons Spitalfields was selected as a tesfasithe participation-based public
art and design project model are threefold. Firségt projectl could have value for
the management team of Spitalfields Market andllcommmunity leaders both of
whom had made concerted efforts to revitalise looahmunities after the successful
execution of the Spitalfields Urban Regeneratiorojédt. Even though this
regeneration project was regarded as a great suaepart of the joint venture
between public and private sectors, some local conmies were put under severe
pressure through negative effects, such as the mtbniar further property
development in the area, ever-increasing rent asisamplified anxiety caused by
uncertainty of the future. As expected, the idetheftest project 1 was welcomed by
the management team of Spitalfields Market andllooenmunity leaders, and their
cooperation led to the smooth progress of the projacluding voluntary

participation of community members throughout thecpss.

© Spitalfields Development Group (Left)

© 2010 Ahn, SungHee (Right)

Picture 6-1 Brushfields’ Old and New
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Secondly, Spitalfields was able to present a stratignale for adoption of the evolving
participation-based public art and design projecideth, i.e. revitalisation of local
communities can be achieved by spontaneous patilcipor involvement of community
members, particularly female who may subject to shect regulation of community
codes of conduct. Even though the Spitalfields WrBegeneration Project adopted a
joint effort approach between the public and pevaectors with setting up matching
funds as the main methodology for fund-raising, ghenary concern of the project as to
community development was economic welfare inclgdiousing and employment and,

as a result, most of funds were allocated to tlotxpectives.

As Miles and Kirkham (2003)pointed out, the congswe of the lack of research as to
migrants’ settlements in urban areas would leaduiture-related soft element issues
becoming hidden by concerns about housing and gmmaot. It is not unusual that the
members of a migrant community cannot speak Enghsin after they have lived in
Britain for even thirty or forty years. Furthermotiee British born citizens from an
immigrant family with a different culture cannot aessarily have the feelings of
belonging in the place where they have been livimga long time. As Miles and
Kirkham (2003) pointed out, there is a strong neda multi-cultural and ethnographic
approach to deal with residents’ welfare and sdwogalefit. test project 1 had a clear-cut
advantage compared to other public sector-led dlipuand private joint venture
approaches for community development in that it pagld a multi-cultural and
ethnographic approach tailored to the conditiomsnfalocal community members and,
as a result, the approach was able to facilitago#rticipation of community members in
the project.

Lastly, the closed society of local ethnic commigsitwas able to present the test project
1- Spitalfields Project with arguably an invaluabtivantage that the participants, most
of whom were members of a local ethnic communibyld be isolated from intervention
by any external factors. The consequence of thistson meant that the whole process of
the test could be closely monitored and the efééd¢he test could be fully checked with

minimal interference by external factors and baodies
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In the course of executing the test project 1,résearcher was able to closely watch the
interactions and integration among invitation elataeand participation elements of the

developing model. Even though it is not includedliirect reasons above, the importance
of Spitalfields from a viewpoint of its historicahd cultural heritage should be stressed
as an important motivation in encouraging the nedes to plan and execute the test
project 1 in this location. Historically, the Spitelds and Brick Lane areas have seen
waves of multi-cultural occupation of Flemish, Febn Russian, Bengali, and such

religions/ethnic groups as Protestant, Jews andiMsis

As Fiske(2005) emphasised, the*@entury civic mind-set is somehow changed to be
aware of the fulfilment of cultural social needsanf individual especially based in his or
her own life. Thus, the everyday space in a residlearea should provide an alternative
urban space which is free from society’s systenaiérs and power such as cultural
differences. Spitalfields is an excellent examgdleweryday space, where multi-cultural

residents and visitors interact with each other.

According to the catalogue of Spitalfields publidhby Spitalfields Development
Group(2005), Spitalfields Market has gone througbesal periods of significant change
throughout its history. From its small beginningstie 1¥'Century, the market traders
working from a collection of sheds and stalls didit best to meet the needs of London's
rapidly growing population and their appetite forsh fruit and vegetables. Their success
made Spitalfields Market a major centre for the sl fresh produce, trading six days a
week. The area fell into decline after the 18203 gained a reputation as a cheap area in
which to live, proving a magnet to numerous waviesnmigrants. In the 1920s the City
of London acquired direct control of the marketteexling the original buildings eight
years later. For the next 60 years, the markett®omaide reputation grew, as did the

traffic congestion in the narrow streets around it.

At the end of 2005, after 18 years of preparatibe, regeneration programme of the
Spitalfields area was completed. This regeneratgsulted in the creation of two new
public spaces, Bishops Square and Crispin Plagaybdic art programme, an events
programme, the restoration of several historicestréen the E1 area and a selection of
carefully selected independent retailers and resids.

144



Although the regeneration program of Spitalfieldskinown to be one of the most
successful urban regenerations in London, thereetlout to be a gap in the experience
of this new space between the former residentstlamaewly moved-in residents. The
new environments of Spitalfields where luxury officand apartments surround the
trendy shopping arcades have replaced the everyaaye of the former residents and

merchants.

As quoted in the previous section connected wittit*®lements such as multi-cultural
issues, Miles and Kirkham (2003) pointed out thisra lack of research on migrants’
settlement in urban areas, because these are hldderoncerns about housing and
employment. As they argued, there is a strong feed multi-cultural and ethnographic
approach to deal with residents’ welfare and sob&defit: issues at the core of this
research.

Test project 1 of this research addresses theettual of the above social and cultural
issues through the participation and experienaemiblic art and design project. Such an
urban space, which may have developed its architdianguage over a long period of

time, stage by stage, is suddenly overwhelmedmwdy built urban-scape.

Residents who live or work in this newly regenedagpace may feel alienated and find it
difficult to accept this new urban visual and crdluenvironment, all of which may
include artworks which are hard to interpret or extigements for designer products

pasted into the space.

The noticeable question raised from this contexwlether any tool can mitigate this
kind of social and cultural disconnection in urldde. A participation-based public art
and design project model can begin to addresgthestion, presenting the methodology
for revitalisation of community through voluntaranicipation of community members

in communications with outsiders as well as wittie community itself.
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* Design Test Project 1

From the starting point of the test project 1, thsearcher focused solely on the local
immigrant community in Spitalfields. As mentioneefdre, the closed society of a local
ethnic community, i.e. Bangladeshi immigrant comityirwas expected to present the
test project with a unique and invaluable oppotium that the participants, the females
of the community, are isolated from the intervemtmf any external factors, and, as a
consequence, the whole process and effect of tecteild be monitored, checked, and
evaluated with minimal interference from externedit Concurrently, in the course of
executing test project 1, the researcher was abbdosely watch the interactions among

invitation elements and participation elements.

Therefore, test project 1 should be designed wothsicleration of two principal factors:
(1) How to effectively induce local community memde particularly female, to
participate in the project? (2) How to take fullvadtage of the benefit of a tightly

controlled closed group and exclude influence ¢émal factors?

Considering the closed society characteristics ¢ tocal community and poor
communication capability of community members whe aoted to have weak spoken
English skills, the design of the invitation elerteemwas of paramount importance for
success. It is also important to understand hoarimediaries interact with planning and

see their position in the community.

Evans (2003) raises the importance of creativerjtanin facilitating the everyday life
and space in social and cultural respects. In tobistext, ‘seed’ was chosen as an
(horticultural) intermediary to make links betwetre researcher and the community
members. A ‘seed’ is a mythical symbol which isrgkdaby everybody in the world, and
overrides any multi-cultural barrier blocking commnzations. How powerful and
effective the choice of ‘seed’ was in creating tation elements will be explained in the

following section.

After designing the invitation elements, the e vehpltoject was structured in accordance

with the procedure for implementing the test whigs illustrated in Chapter 5.
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The sequence of participation-based public artdasilgn project model is composed of 4
stages in the development process: (1) the fiegfest starting stage of participation; (2)
the second stage — experiencing stage with theegiroj(3) the third stage -

transformation stage through participation; (4) thst stage — feedback stage from

participants.

The last stage will be separately analysed in clemation of the fact that the feedback
stage in the model is one of critical points beeatiss directly related to continuity of the

model’s cyclical nature. Whilst the former threaggs are mainly related to checking the
feasibility of the model, the last stage is clos@lated to checking the self-sustainability

of the model.

In order to closely monitor how invitation and peigation elements relate to and interact
with each other, the researcher designed testqirdjeo facilitate multiple chances of
invitation and participation. Even though the whplecess (covering all of four stages
indicated above) was executed with and by Banghadesmigrant community members,
and forms the core of the test, also importanhésitvitation and participation extended
to random potential participants in Spitalfields rikkt, which is itself an ideal place for
invitation and participation. The test was ableadfiect responses and feedback from a

large number of participants with multi-culturalckgrounds.

For gaining the answer to the Question 6 (How dmietor cultural matters form a
barrier in the process of the test project?), 8mtds can be an excellent place for the
test from the viewpoint of site-specificity. It ame of the most multi-cultural districts in
London and a newly regenerated urban area wherdiving, working and shopping
areas co-exist.

From the early stage of planning, the researche&xbkshed collaboration between: a
local university, the London Metropolitan Univeysita non-profit organization
HEBA(Heba Women’s Project)in Brick Lane which prdes educational and cultural
support for women from Hebrewand diverse cultusdKkground; the site’s management
team, Spitalfields Management Group.
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The collaboration was planned, developed and mahagerder to develop links with
different disciplines and ensure the quality ofjpcb (addressing Question 4). For the
purpose of securing the budget for test projeettich is an important factor potentially
related to sustainability of the project, the Sfigds Project had a funding scheme to get
a support from the Arts Council via the London Atetture Festival, as well as many
other governmental and private entities in the Ui &orea. In a sense, funding itself
can be regarded as a test, checking the projectsgiion potential through global
networking and collaboration. The provision of finglvalidated the expected benefits to

be derived from the project.

Questions
The aim of Test Project 1 is to answer the follaywjuestions:

Q1. Do the participation elements in the model daseloped in Chapter 5, based on

Chapters 2 and 4) have feasibility in the project?

Q2. How do the invitation elements relate to angger the participants’ actions which

will form the loop of the model.

Q3. When does the critical moment of the process pérticipant’s transformation take

place in the loop of the model?

Q4.Can different disciplines collaborate and linkhwthis participation-based art and

design test project?

Q5.How does this project deal with the conflictsl aeiled social issues in London?

Q6. Do ethnic or cultural matters form a barriethia process of test project?
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» Design of Invitation Elements in Test Project 1

The whole structure of invitation element desigaependent upon the fact that ‘seed’ is
selected as an intermediary for communication betwbe researcher and Bangladeshi
immigrant community females. The researcher hafing out a way to access those

females, breaking through many kinds of barriectuiding language and cultural barriers.
The ‘Foreign Seed’ is a mythical symbol of transfeg life, and has appeared in the myth
and history of almost every country. The symbolieamng embedded in ‘seed’ could be
shared by the researcher and participants in regegh 1, predominantly Bangladeshi

immigrant community females.

In the course of contacting those females, theareker discovered that cultural barriers
are much higher than expected. Many females imnth@igrant community are prohibited
from communicating with outsiders by the traditibnqaactices within their culture.
Handlings and raising strange seeds from foreignas somewhat frightening to them.
Therefore, instead of growing the seeds in potheit homes, some participants raised
the vegetable seeds inside the HEBA (see the preygage) building such as in office or
education centre rooms. There were also restrigtiamd limitations to taking
photographs, and inviting outsiders to their hordesa result, rather fewer females than
expected participated in the project. Selectiofseéd’ as the intermediary was made not
by chance or by only logical reasoning, but by itda coming from long-term
experiences of art activities which use plants @egktables as intermediary between the

researcher and viewers or participants in pubtipaject organised by the researcher.

By introducing ‘seed’ as the intermediary, all fisethe invitation elements can be tested
in the project. In the course of growing the vegkts from seed, participants can
experience sensual invitation: participants cantbee colours, smell their fragrances,
touch their textures, even taste and eat them wiese vegetables have been fully grown,

and listen to the sound of water when they applien@ vegetables.
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Experience-oriented invitation exists from begimnto the end of the project. In addition,
growing unfamiliar vegetables is a special exp&genAs an ownership-related
programme, participants can own unfamiliar vegesitily growing those vegetables by
themselves. After the exhibition which was be hatda special event in Spitalfields
Market, they were able to hand out fully grown uvedées to participants to create
different ownership. An exhibition of Korean vedats grown from seed in Spitalfields
Market can be seen as a critical site-specificruaiation, in that viewers see foreign
vegetables for the first time in their lives. As amotional invitation of storytelling,

Spitalfields project can generate many storieggnatigng all of the experiences and all of
the interactions among patrticipants, and, at tineestaime, trigger emotional engagement

of the participants in the project at every stage.

The diagram below shows the summary of invitatiements designed to be introduced
in the Spitalfields project.

Using living plants
(Vegetables)

Sensual
Invitation

Experience
oriented
Invitation

Growing vegetavles
from Seed

Ownership
related
Programme

Test
Project 1

Growing
Purchasing

Site Specific
Intervention

Newly regernerated
Spitafield market site

Emotional

Invitation of

Foreign Vegetables Storytelling

create Links with
Resident’s multicultural background

Figure 6-1 Design Test Project 1
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6.2.2 Test Project 1 Summary

» Title: Test Project 1. Korean Vegetable Gardenpiteffields

* Project Duration : 7 April — 4 July 2010

* Public Exhibition : 22June -4July 2010 (Part of @Q.bndon Architecture Festival)

* Exhibition Venue : Bishops Square and Spitalfiditirket, London UK

e Participants : 30 local residents in stage 1 oft Fa®ject 1 / 79 residents and
visitors in stage 2 of Test Project 1

» Supporters : Spitalfields Management Team, Allerv&@ (Law firm), Non-profit
organisation HEBA(Heba Women’s Project), Londontecture Festival, British

Council, The Korea Rural Community Corporation
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Picture 6-2 Postcard of Test Project 1

‘The Korean Garden Project’ was part of the ‘Intgronal Architecture Showcase’ one of
programmes in the London Festival of Architectuseganized jointly by the British

Council and 2010 London Architecture Festival, Lifie]- 04 July. Test project 1 Korean
Vegetable Garden in Spitalfields is a conceptuasigite and architecture project,

exploring cultural and social elements found inhbdbrean and British markets.

The core part of the project was growing Koreanetaples. Up to 30 local community
members took part in this project, planting seedsifKorea, and growing plants in their

homes.
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These plants were brought to the venue, and disglay the market stall, a traditional
British-made wooden market barrow. This activitysweaway of creating a cultural flux,
which involved different cultures, and intervenadtime and space with conceptual
intention. Another aim of this cyclical processgsbwing and nurturing vegetables was
to nourish and nurture thparticipants, with the installation being additionally an
examination of the historic and cultural layerstimf public space and its relationship

with space, nature and residents.

6.2.3 Project 1 Development

6.2.3.1 Test Project Stage 1Starting Stage of Parti  cipation

» Collecting Korean Vegetable Seeds

In the first stage of test project 1, the researcdudlected Korean vegetable seeds in
Korea. Many people and organizations including therea Rural Community
Corporation, Ssamzienongbu, Seo Gallery, Sempiayaelsas merchants of traditional

garden markets in Korea were involved in this stage

The new finding at this stage was the fact tha ot simple to identity Korean seeds
from the written text of the package. Seeds caitdetified as Korean in two cases. One
case is if the seeds are biologically proved toehavginated in Korea and the other case
is if the seeds are gathered in Korea. Even wheegatable is recognised as a Korean
vegetable, the copyright of a seed may be heldpad and the vegetable may be grown
in and imported from China. For that reason, thenté&orean Vegetable’ in test project 1

is defined as vegetables used and eaten in Korea.
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© 2010 Ahn, SungHee

Picture -3 Volunteered Participants in HEBA

6.2.3.2 Test Project Stage 2 Experiencing Stage
* Growing Korean Vegetables with Spitalfields Residen

The collected Korean vegetable seeds were sentriddn by air in April 2010. As lon
as the seeds wermt being used for a commercial purpose, the UKegawent allwed
just under 1,000 packages to be brought into thentcp Travelling with certain eds
was illegal for centuries. Therefore, choosing seads a medium already suggests

intervention in cultural history while also intratlog a storytelling element to the s

& 2010 &hn, SungHee

Picture 64 Growing Korean Vegetables from April to June
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HEBA Woman'’s Project, a non-profit organization foinority women’s rights and
quality of life in Brick Lane joined to support tgzoject 1 and introduced a group of
local women who had been residents in Spitalfisldse before its ‘regeneration’.

© 2010 Ahn, SungHee

Picture 6-5 Growing Korean Vegetables with Spitddfs at HEBA

27 female residents of Spitalfields Market and Brck Lane area volunteered to
participate. They received seed packages of thein gelection from 10 different
vegetables. These were courgette, crown daisi,deituce, red lettuce, carrot, bean,
water parsley, sesame leaf and chives. Then, theipants took the seeds home to
germinate and to grow them for a month. The Spialé Management Team and the
local university, London Metropolitan, sponsoredksaof soil pots and other necessary

tools to support the participants.
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Picture 6-6 Growing Korean Vegetables in SpitaffieResidents’ House

After a month and a half, most of the seeds hadhigated successfully. In mid-May
2010, the co-ordinating group of this test projeatisited the homes of participants who
had agreed to have visitors. For cultural reassosie only allowed female visitors and
prohibited the taking of photos. Some participatitsnot want to bring odd plants in to
their houses, so their pots remained in the HEBiRIng.

» Showing in the Spitalfields Market as an Exhibition

The pots with germinated vegetables from localdessis’ houses and the HEBA building
were moved and exhibited to the public at the SejadirSpitalfields Market. The two-
week exhibition was linked with the 2010 London Ritecture Festival in order to invite

more spectators from outside and to promote thegrto the local residents.
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To exhibit Korean vegetable pots in Spitalfieldspr&n Architect, Youngtae Park,
collaborated to re-design the traditional wheelbarof the old London markets. The
architect brought ‘mongsuk’ a Korean woven mat maflstraw and which was used in
traditional Korean markets as much as the whealobain the London market. The
woven straw mat was used as the platform for the, pchich were also made of straw, to

be displayed on the wheelbarrows.

© 2010 Ahn, SungHee

Picture 6-7 Exhibition of Growing Korean VegetabileSpitalfields

During the two weeks of the exhibition, the potgevdisplayed in the morning and was
removed in the afternoon every day, imitating tieefgrmance of the market’s everyday
life. After the regeneration of the area in recgatrs, 1,000 new offices set up in
Spitalfields, and the workers who work in thesacef passed by the installation of test

projectlevery day. Consequently, there were a langeber of spectators.
People passing by would sometimes water the Koregetable pots. Not only the office

workers, the new residents in Spitalfields, bub aitsarket people and shoppers stopped

and looked at the vegetables.
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Vegetables used to be one of the common items italigdds market, but this is no
longer the case. Vegetables in Spitalfields are ooy to be found in restaurants in

Spitalfields or in the supermarket, Tesco thabéated near the main road.

© 2010 Ahn, SungHee

Picture 6-8 Growing Korean Vegetables with SpigddfiResidents of Test Project 1

Test project 1 was a conceptual and visual intdroerof historical storytelling in this
newly regenerated urban market, acknowledged tongeof the more successful such

projects in the UK.

The photo above (6.8) shows the reactions of peaojffiee workers at lunchtime during
weekdays and market visitors or local new residdaotsng weekends. Fortunately, there
was no rain and the vegetables could be exhibitethiopen space. The dry weather was
good for the straw mats also but the vegetable petsled to be watered every day,

requiring input by the participants.
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6.2.3.3 Test Project Stage 3 Transformation Staget hrough Participation

» Korean Vegetable Salad Party in Spitalfields

After the two weeks of exhibition in Spitalfields event took place on the last day. This
event was designed to invite participants who wewelved in the different kinds of
project activities. As a one-day event organisedtha programme of the London
Architecture Festival, a salad tasting party wa$d heear the exhibition place in
Spitalfields.

The salad was made with the vegetables grown fertéist project. A printed recipe for

Korean Vegetable Salad was also handed out. \&sitmiuded those who had expressly
come to the exhibition, market visitors and residemhey all tasted the salad and shared
the cultural exchange through the medium of theeldorvegetables that had travelled all

the way from Korea two months previously.

* Adopting Korean Vegetable Pots

When the salad party was finished, all the remaipiots on the exhibited wheel barrows

were handed out to the willing participants. Thesvdone by requests.

The participants who signed and left his or heragticontact chose the pot they wanted
to take. 79 participants signed and joined in timal event, posing for photos to

document.As the pictures below show, the exhibgtetd were taken by the residents or
visitors of Spitalfields of London to their homesdaoffices to continue the Project by

growing Korean Vegetables.
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6.2.4 Achievements of Test Project 1

Through the handing out the Korean vegetable potsceptual links were created
between former residents and visitors includingsene residents. These conceptual links
engaged all the participants equally, beyond tlfferdnces of age, religion, nationality,

cultural taste, economic situation, and other d@gsid political backgrounds. Test project

1 shows the potential value of such links.

(© 2010 Ahn, SungHee

Picture 6-10 Last Day Event Participants in Spiads

» Participation Elements

By introducing ‘seed’ as a mythical symbol whictulbbe shared by everybody in the
world and as an intermediary for interactive comioation between the researcher and
participants breaking through multi-cultural anddaage barriers, the Spitalfields project
tested all of the fivanvitation elements. Consequently, this enabled all of the fo

participationelements to be tested in the project.

In the process of growing Korean vegetables, app@teptual senses of participants are
awakened through reacting to the new stimuli: ned anfamiliar colours, fragrances,

textures, tastes and sounds.
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Those experiences are defined as sensual partoipat the participation-based public
art and design project model. Female participantsnfthe Bangladeshi immigrant
community suggested to the researcher that manyskai Korean vegetables, which
have adapted themselves to humid and mild weathKorea for a long time, could not
endure the combination of dry weather and stromdighut in the UK. Through watching

Korean vegetables survive unfamiliar environmerttsgir perceptual senses were
awakened, leading to synchronization between tlgetables and themselves, which,
otherwise, can be called encounter with and attaciino the strange vegetables, or
interactive communication between humans and natrréenterconnectedness between
both sides.

It was not easy for the women residents in Spéhl§, with the irimmigrant family

backgrounds, to decide to participate in test mtofle especially with their existing
cultural and language barriers. They grew Koreagetables at their homes or in the
HEBA building inside, such as office or classroosmnetimes without notifying the fact
to their families. In this sense, the voluntaryiaties can be identified as ‘active

participation’ in the model.

The pots with Korean vegetables fully grown by desits became art works which were
exhibited in Spitalfields Market. The fully grownokean vegetables and the mongsuk,
Korean carpet made of straws, with which the pots @vered and on which the
vegetables were exhibited, were a good match. ahcipants who have grown Korean
vegetables already became artists who played aortang role in creating art works.

This process is defined as ‘artistic involvemefgheent in the model.

In the special event after the exhibition, the yfulrown vegetables were adopted by
viewers in Spitalfields Market. Even though theypigdd the vegetables for free, they
were aware of unseen responsibility and liabilayhielp the vegetables stay alive and
thrive in the UK, even without binding commitmein. this sense, this process can be
defined ‘Exchange Involvement’ in the model. Theaglam below shows the

participation elements in the process of testimgrtiodel in the test project 1.
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Figure 6-2 Test Project 1 Spitalfields Project Asl@iments

* Transformation

Before implementing the project, Anne Wilding, theector of HEBA Woman’s Project
informed the researcher that the residents of imanigcommunity in Spitalfields area,
especially in case of females, had hardly partteiggan cultural events outside their

community boundary.

Kaye Newman, a specialist in architecture and dramrrevitalisation practitioner at
London Metropolitan University which is located né&pitalfields, played a crucial role
in arranging the Spitalfields Project, having hadoaerview of the whole process of the
project. Newman had already been involved in plagnand executing several

community revitalisation projects in the Spitaliislarea.
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Nevertheless, initially she was rather pessimiatout the Spitalfields Project, being
doubtful of the consequences of the project asngpoeary event. As such, the perception
of the key players as to Spitalfields Project was,general, not accompanied by

optimistic expectation.

The turning point came when Kaye Newman was tallwith a participant in the project.
The woman resident, a member of Bangladeshi immigrammunity in Spitalfields, told
Newman by chance. One day, she saw a brief noticgpitalfields Project published in
Timeout magazine. The woman, showing the maganirest family, boasted of the fact
she had participated in the very project listedthiea magazine. At that moment, she
realised for herself, for the first time in heelifthat she was a Londoner. The happening
gave her an opportunity to take great pride asradbner. From that time on, she began
to learn English seriously and participated in edional programmes at HEBA including

a programme for learning sewing skills.

The change in the attitude of the woman deeply md{eeye Newman and Anne Wilding

at HEBA Woman’s Project, who herself became a teach the woman at educational
programmes of the institution. Newman stated “Thange in the participant is the much
hidden social value. Maybe, the change could hdneady happened in the attitude of
other participants. This is a really encouragingl amallenging consequence of the
Spitalfields Project.”

Afterwards, she came to take great pride in heolirament in the project and became a

champion of Spitalfields Project-style communityitalisation projects.

Wilson Goh, an architect living in London, happentxd see the information on
Spitalfields Project from the project list of Londdrchitecture Festival. He participated

in the last day event and adopted a Korean clatli p

Two months later, on September 21, 2010, Wilson &ait an e-mail to the researcher
with beautiful photographs of the chilly pot. Inetimterview via mobile phone, he told
the researcher that he was so moved by the while Which included the journey of the

chilli seeds all the way down from Seoul, Koredhte other side of the earth.
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(© 2010 Wilson Goh

Picture 6-11 Spitalfields Project_ Participant'e&leack after the Test Project

Wilson Goh said, “This is a really impressive stdrle seeds came from the city which |
have never been to. They were germinated by Braokelladies whom | have never met
before, even though they are my neighbours. Theyewgown by passers-by in
Spitalfields Market including office workers, visis, tourists and shoppers. And, at last,
they were adopted by myself! | was so excited ® the Korean vegetable grow well,
flowers bloom and Korean chilli come into beingcduld not stay without telling the
story to the organiser.” Goh documented the proaeggowing the Korean chilli (see
Pictures 6-11).

» Sustainability

Two years later, in July 2012, at the very spot nelepitalfields Project events had been
held. Collaboration took place between Spitalfiditisnagement Group and a farm near
the Spitalfields area, whereby passers-by andovssitould see vegetables and (real)
sheep from the farm. The garden in the market, @anftewer garden at the time of the
test project (wheel barrows were installed bedregarden), was changed to a vegetable
garden of diverse vegetables.
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Georgina Godart-Brown, a performance curator warkior Spitalfields Management

Group, informed the researcher that Spitalfieldgjdet had seen so welcomed by the
residents that the management group came to twenfltver garden into a semi-

permanent vegetable garden. She mentioned thaietlveevent was also welcomed by
people, and kindly suggested to the researchertkigatKorean Vegetable Garden in
Spitalfields’ Project could be held again any tini¢he researcher wanted.

6.3 Test Project 2Gasiri Project

6.3.1 Test Project 2 Design

* Reasoning

The purpose of test project 2— Gasiri Project ited the practicality and the social value
of the participation-based public art &design peojmodel, and to discover the limitation,
if any, of the model, in an environment which isitgudifferent from that of the
Spitalfields project. The methodology used for tpebject 2 is based on qualitative
research which was described in Chapter 3.

The reasons Gasiri was selected as a test beesfiong the model are threefold.

Firstly, Gasiri Project is quite different from $adfields Project. The main difference in
test project 2, compared to test project 1, is dite of Gasiri. It is a small town of
approximately 1,200 residents. However, in termphofsical size, it is fairly big so as to
cover 5,600 Ha. It is located in Jeju Island in &orand has a federal independent

government system, separate from the inland presint South Korea.

The principal reason for testing the model in Gasithat the applicability of different
conditions to the model needs to be tested. Thetfat test project 1 was tested in
London, a big cosmopolitan city, justifies the imgamce of experimenting with cultural
differences in different places. The size of a aitd any ethnographical differences leads
to expectations of different responses. Testinguich a way can add reality and validity

to the model, and test the flexibility and praditgeof the model.
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The potential benefit generated from testing thelehan Gasiri is the development of
this research as a step towards usage of the modile diversified environments
including even small towns which are likely to bgesed to a wave of urbanisation in

the near future.

Secondly, the practicality of the model will betesswith regard to whether test project 2
can provoke changes in the behaviours and chaistoterof Gasiri community members.
Gasiri is quite different from Spitalfields in tesnmof community characteristics. Gasiri
community has a long history. For hundreds of yetrs ancestors of the community
maintained the same job, i.e., raising war horsekbrea and Chosun Dynasties. As a
result, the most distinctive characteristic of Gasommunity is homogeneity. It is
natural for Gasiri residents to place a strong easjghon community value. Coupled with
lasting influence of the4.3 Uprising and followintassacres in 1948 when most males in
the community were murdered, the community’s homegg and emphasis on
community value worked as a continuing force to ememmunity members reluctant to
make open communications among themselves andnwnooicate with outsiders as

well.

Test Project 2 was designed to induce community Ineemto participate in many layers
of sub-projects. It was a real challenge as to adrahe project could provoke changes in
the behaviours and characteristics of the commumésnbers.

The third reason for choosing this village is tlaatregional regeneration project by
cultural methods was being implemented by Korearegonent. The basic methodology
for the regional regeneration project is that ¢biat venture between public and private
sectors, with matching funds for setting up asrfan tool for fund-raising, as in the
case of Spitalfields Urban Regeneration Projece dliference in Gasiri was that the
community contribution to matching funds was a diits land which was co-owned by
community members. The regional regeneration pteyas carried out over a period of 2
years from 2009 to 2011, thus running concurrentti this research.
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Each sub-project of test project 2was carried cua gart of the regional regeneration
project for Gasiri, taking advantage of funding acipy of regeneration project, even
though test project 2 itself, which was wholly dgsd and executed by the researcher,
was not part of the regeneration project. In tkissg, it became another challenge for test
project 2 as to whether the project could achidwe intended performance through
controlling many layers of sub-projects which hadoe progressed in accordance with
guidelines set by an external project, namely #ggonal regeneration project for Gasiri.
Successful performance of test project 2 aimedatmlate the highly flexible practicality

of the participation-based public art &design pobje@odel.

Gasiri, historically one of important locations &éju Island, shares the islaadinique

culture, which extends back thousands of years.idlard, with population of 568,000 as
of 2010, or 1.3 percent of South Korean total papoh, is represented by numerous
mythologies and legends of around 18,000 gods addeagses, shamanic rituals, strong
winds, strong women represented by a few groupkladnyo (a female diver) who,
existing in the world only in Jeju Island and sopagts of Japan and, who dive into deep
sea to gather living creatures for seafood themlaking their living. Black volcanic
stones cover the island (hence three abundancesd- woman and stone), there are no
beggars, no thieves, no locks (three absencesyijthlla very distinct dialect which is still

mother tongue of many of the older people.

As a part of Jeju Island, Gasiri community survivedny stages of tragedies throughout
thousands of years of history. The most recentettpgwas the 4.3 (April 3, 1948)
Uprising and following massacres in 1948. With liberation from Japanese rule in 1945,
Korea came under the jurisdiction of the U.S. miijt government. The government’s
suppression on demonstrators caused a rebel gmupased of young Jeju inhabitants
to attack governmental organizations on April 348.9The national military and local
police forces under the government began to sefarctebels throughout the island. In
the course of the operation, most mountain villagese burnt down, thousands of people
were executed and murdered, and the whole Islasddergastated. Gasiri was one of the
villages most severely damaged. Almost all adulhnmethe village were murdered. In

Gasiri, there is also a tomb for babies who weltekin the massacre.
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© 1702 Sanjangguma, Jeju horse Museum(right)

© 2010 Ahn. SunaHee(left)

Picture 6-12 Gasiri’s Old and New Landscape

Historically, Gasiri was known for its horse farinee the Mongolian occupation of Jeju
Island in the 13th century. Mongolian occupatiostéa around 100 years, and during the
occupation, Jeju Island was directly governed lgyMongolian Empire which regarded
Jeju Island one of core posts supplying war horstEmgolian occupation ended when
the Koryo Dynasty (the predecessor of Chosun Dypastaded Jeju Island in order to
recover the Island from the Mongolian Empire. Frirat time on, Gasiri’s horse farm
maintained top tier class. Among the 10 nationahfon Jeju Island, Gasiri hosted the
Royal Horse Farm named Gapmajang for first gradehsases in the Chosun Dynasty.
In and around Gasiri, there are many cultural ages related to horses. The area around
Gasiri is culturally and geographically distinctiveor example, the War Horse Farm has
over 500 years of history in Gasiri, and theretagtage places of the horse culture such
as JatSung (a fence for National War Horse Farmedieval time) and Maltaewoori (a

person who is a packhorse driver).
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After the Mongolian’s period, in 15th C, King Segpomade 10 national horse farms in
Jeju to breed the best quality of horses for thyalrarmy. Gasiri is one of ten farms and
called Gapmajang (Number one Horse Farm) Each Fasnthe grade of horse and Gap
(") means the best, number one. Thus the farms iiri@as actually the best farms in

the whole county since that time.

“““““

(©2010 Suh, JeChul

Picture 6-13 DdarabiOreum in Gasiri

Another environmental factor of Gasiri is the velcarelated natural resources. There is
the DdarabiOreum (a parasitic volcano) which iswnas the queen of Oreum in Jeju
island and which is famous for its flaming orangasg scenery in Autumn. Hangimuche,
a crypto dome that is rarely found in Asia, is dtszated near the residential area of
Gasiri. A crypto dome is magma which came out eoupper side of land. It is rare to be
found and some is in St. Helene Mt. in WashingttateéSin U.S.A.

This test project 2 mainly addresses nature witténcontext of cultural and social
relationships rather than the natural environmiseifi Therefore only those aspects of
the natural environment without strong links witlmian culture are not used as resources

to develop invitation elements in the test progsign.
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* Design - Test Project 2

The second test project was led by the researchéeju Island, south of Korea over a
period of 8 months. It had many features in commih the action research conducted
for test project 1 but also additional dimensiom&l asynergies for gaining a deep
evaluation of the validity and the practical wodgnof the model.

In the design of test project 2, the researchek timbo consideration two factors:
homogeneity of the Gasiri community and the difigrsocial layers and structure. On the
assumption that it is necessary for the Gasiri camity to introduce diversity to the
homogeneous characteristic of the community, a irpneary condition for its
introduction may be provoking changes in the betmaviof community members in
response to external impacts. Similar to the sdnawhere, as the intervention of public
art in public space increases in the cities, thieerns get used to enjoying the art works.
As such, test project 2, as a whole, can be redaadean intervention into the everyday
life of the Gasiri community. Test project 2wasrplad to present Gasiri residents with
many opportunities for communication with outsidass well as with insiders. In this
context, test project 2 was designed to make asyraanpossible interventions in the
everyday life of Gasiri residents.

As for the layers of test project 2, these werangeebe quite different from those of test
project 1 — Spitalfields Project. There were noandgqyers in test project 1 as it can be
regarded as linear. The stages of test projectofjressed as a linear sequence. This
structure was appropriate for test project 1, bseahe project was carried out in a
complex, multi-cultural environment under a fixaché frame and strictly controlled
schedule and budget. In addition, the researcheéitdv@ontact with so many players in
diverse disciplines, and control the complicatddtienships. Under this condition, the
research had to focus on on-going performance afale participants from the
Bangladeshi immigrant community, who were somewgw@ated from the external world,
to avoid the risk of the project being one timeyor@mporary performance and thereby

enhance the possibility of making the project réqigla and sustainable.
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The situation in test project 2 was the completposfie of that in test project 1: the
characteristic of Gasiri community is homogeneous @ot multi-cultural, so the burden
of controlling relationships is lessened. Test @cbj2 had a seven months’ time frame.
The researcher had extensive discretion on deemaking regarding scheduling and
structuring of test project 2; Gasiri community hsscured funding for regional
regeneration, and as a result, there were no stitstraints on the budget. Above all, it
was seen to be necessary for Gasiri to introdusersity to its homogeneous community
identity and culture. Reflecting all of those calesiations, Test project 2 was designed to
have multi-layers and was thus composed of manyll sead-projects which were
implemented concurrently. The multi-layers of tpstject 2 were designed to generate

enhanced patrticipation levels and degrees amongptihenunity members.

e Questions

Q1. Do the invitation elements designed for tesjgmt 2 provoke participation elements

to invite people to take part in the process of thrbject?

Q2. What is the evidence of differentiation betwéest projects 1 and 2 in terms of site
specificity and locality? Can the same tool of ggration-based public art & design
project be applied?

Q3. What kind of tools are needed to run differevents or a participation sub-project

parallel within the test project? How can thesdifleed or combined strategically?

Q4. How does a patrticipation-based public art amdigh project present a new
perspective on the engagement of the residentseipositioning the relationship

with the surrounding space and environment?

Q5. Do participant go through a transformation zbgetaking part in a participation-
based art and design project? If so, how can bieastdi?

Q6. What kind of relationship can be developed ketwthe outcomes of test project 2

and economic development in the context of therreggion of Gasiri?
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* Design - Invitation Elements

Using horse
and

flower as motives

to evoke sensual
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Sensual
Invitation

Organise interviews
and
event to invite residents

Experience
oriented
Invitation

Invite People Ownership Test
to express themselves related .
by Drawing Programme PrOJeCt 2

Cultural activities
in 600 years
old horse farm

Site Specific
Intervention

Emotional
Invitation of

. ) Storytelling
Storytelling of Horse farming

Figure 6-3 Design of Test Project 2

The guiding principle of the invitation elementss@m was to make opportunities for as
many of the Gasiri residents as possible to be seghdo all of the five invitation

elements. The diagram (Figure 6-3) above shows saxaeples of the strategies and
tactics adopted for invitation elements, represgnd part of what test project 2 proposed

to present to Gasiri residents.

As for the design of invitation elements, theresexa stark contrast between test projects
1 and 2. Design of invitation elements in test @cojl was organized so as to match each
element with each participant. By contrast, theigieof invitation elements in test

project 2was not as rigid as in test project 1.
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This incompleteness was the result of the abundarfcepportunities for invitation
elements in the second test project. If the paaici skipped the opportunity to be
exposed to an invitation element in one subprofwt, or he could take other subsequent

opportunities with other sub-projects.

Sensual invitation was mostly composed of drawihdglavers and horses by many
residents both old and young as well as by manidmen in Gasiri. In many of the
drawing events, the artist was not regarded asaimority’ figure. The artist became a
collaborator, sharing creative initiative with comnity members. Perceptual senses of
residents received new stimuli in the course ofwmirg, talking and discussions with
outsiders as well as insiders, transforming thewn arawings into public design, and

making and installing public design products atiiard the region of Gasiri.

Experience-oriented invitations were presented uino many interviews and many
discussion events between the residents and orgsideluding national and foreign
artists and designers who were invited to the GAsiist Residency Programme.

Ownership-related programmes in test project 2 igeal/the whole community members
with opportunities to create their own art worksl grublic design products. Residents of
Gasiri who were not participants, became viewetbkiwithe sub-projects included in the
overall regional regeneration project for Gasirhieh had invited many famous artists,
designers, musicians, performing artists, entegtairand other celebrities.

Site-specific interventions in Gasiri were quitéfetient from those interventions made by

public art in Spitalfields and other public spaoemetropolitan cities.

The regional regeneration project presented Gasin a culture centre, aresidentartist
facility, a museum specialising in history of stoleeming located within a ranch for
cattle. Test project 2 took full advantage of ttelscontrast between those new facilities
and 600 years’ history in Gasiri. Through comparidmetween the two contrasting
phenomena, the project invited Gasiri community finers to much intense discussion

concerning this new wave of changes.

172



Emotional invitation of storytelling was at the eaof invitation elements, and involved
talks and discussions between outsiders and irssigleparticular the older generation, on
abundant mythologies and legends of Jeju Islanel,hiktory of the Island and Gasiri
including the ‘4.3(3April) Uprising’ and subsequenassacres that swept through Gasiri.

6.3.2 Test Project 2 Summary

» Title: Gasiri Project

e Project Duration: Oct. 2010~ May. 2011 (Within thegeneration Project Art and
Culture 2009-2011, Ministry of Culture, Korea Rugaimmunity Corporation)

» Participants : Residents in Gasiri

e Venue: Gasiri of SeoGuiPo City in JeJu Island, lgore

* Administrative Information of Gasiri

e Supporters: Korea Rural Community Corporation, J&jture & Art Foundation,

Jeju Special Self-Governing Province

Administration 6 Myun(6 small ‘Myun’ within ‘Ri’)

. according to 2007
Population 1,173 (300 Houses) | Women 543, Men 63

h—

government report

Size of Gasiri 5,601 Ha 200~600m (H)

History Since 1392

Mandarin Oranges (4,950 t /year)

Industry Farming Horses 120/ Pigs 5,648 / Cows 270

Radishes (4,270t/year)

Table 6-1 Gasiri Village Administrative Information
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6.3.3 Project Development

6.3.3.1Test Project Stage 1Starting Stage of Partic ipation

7

[}
-

(© 2010 Ahn, SungHee

Picture 6-14Participants in Flower Drawing GasnojBct

One of the symbols of identity for Gasiri is thenoka flower which grows wild in and
around the village. The main road called NockSansRoonnected to Jeju International
Airport, and is covered with canola flowers on bsitles of the road for 2km in between

the fields near Kunsasumi-Oreum, the parasiticardg in Gasiri.

Every spring, Juju Island holds a canola flowetit@s, which is one of the main tourist
attractions. For the initial stage of applying theitation element, residents were invited
to casual interviews composed of questions abait frersonal memories of the canola
flower and a request to draw the flower from memdiy spare them any anxiety or
pressure about creating an art work the particgpardre met one by one in person to
make them feel comfortable. A small A4 sketch bpaker and brush pen was chosen for

them to use.

This interview was conducted to invite participamds experience being an artist. A
further intention was to encourage the participaotencounter themselves in their past
memory. These interviews took place randomly whenew interviewee turned up in the
public space for a month and 72 residents partetgamong approximately 1,173

village population (confirmed by the Phyosun Coureport, 2007).
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This project was designed mainly for adults, esgcfor senior groups in the village. .
this stage of the test project, it was also intentte find out tle extent to which th
participants engaged with their natural and cultervironment through the tool

storytelling or site specific invitation elemel

(%) 2010 Ahn, Surglies

Picture 6-155electecDrawings from Village Residents (72 Participants)

* Designing Community Wotkshop Building

After collecting the drawings from the participantise drawings were then used as

of an original visual material workshto decorate the village’s woadorkshoy building
which is thesecond only to the council building in having rlar visits from resident:
Putting the drawings, which had been modified andt@d through a design system,
the surface of this building was in itself a comntyistatement which disregarded 1
traditional, political, and economical hierarchy tie village. It was a culture

intervention in the village.

This kind of intervention made the communitbondsstronger than expected, sir
Gasiri village residents have been living almosb §@ars by themselves without &

external interference.
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© 2010 Ahn, SungHee

Picture 6-16 Community Workshop Building in Gasiri

Especially after the political tragedy of ‘4.3(3AprUprising’ in 1948 mentioned in
Section 6.3.1, the village became a more deferaierigid introverted community for
obvious historical, social and psychological reasddonsequently, the community of
Gasiri was considered to be an area which might pbdicularly responsive to
‘intervention’ in the form of test project 2, i. &.might be possible to identify shifts of
changes in behaviour or attitude by encouragingdhbiglents to open up and link with the
outside world (as well as, perhaps, within themsg€hand to break isolation in a way that
they may not have done previously. The underlyirnigga for creating an ‘intervention’
in Gasiri were similar to those used for the ‘inttion’ in Spitalfields but the context

(historical, cultural, geographical, and socialswadically different.

The aim of this stage of the project was to enageithe residents to become ‘re-aware’
of the beauty of the canola flowers and to ask&mtin coming into contact with positive
memories that may have been shadowed by the d#ekosihistory, handed down from

generation to generation, and which had weighedchdbw village for a long time.

176



6.3.3.2 Test Project Stage 2 Experiencing Stage

In the second stage of Test Project 2, the onestagt of Horse Drawing Competition of
Gasiri village was held at Hyerim Horse in Gashil the residents in the village
community, including children were invited. A totall 30 children aged between 5 to 12
and some adult residents voluntarily participatethis event. Horses from the local farm
were used for this event and were mainly trainethgahorses. These horses were used in
lieu of the famous local Jeju horses for securéggsons. Both a trainer and a horse
medical practitioner were present during the ev@iten the participants had finished
drawing the horses, the event was followed by hadieg activity, assisted by trainers

from the horse farm.

(© 2010 Ahn, SungHee

Picture 6-17 Gasiri Horse Drawing Competition

Historically, Gasiri was known for its horse farmrohg the Mongolian occupation in the
13" century. Among the 10 national farms on Jeju kblaBasiri hosted the Royal Horse
Farm for first grade war horses in the ChosunDynéls292-1910). For that reason, it has
had horses living there for600 years. This aspétheisland’s history links the project

with the invitation elements, as well as with tlatipants’ artistic experiences.
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6.3.3.3 Test Project Stage 3 Transformation Staget hrough Participation

The visual materials from the Horse Drawing Contpetideveloped into the war horse
(Gapma) logos. The decision making process of desgl making was achieved through
continuous collaborative discussions. A total ofp@es were designed and made for the

new 20km-long walk along the old fence boundariethe GapMaJang, Old Royal War

Horse Farm.
AN
. S J..."II"- -

A\
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© 2010 Ahn, SungHee

Picture 6-18 Developing Logo from Horse Drawing ¢&ss

This route takes about 7 hours on foot at a nowmadking speed. The participants were
amazed to encounter the logos and other desigrshwiere transformed from drawings
done by themselves. The village signs help to ptertite newly established route to the

visitors from outside and to the locals.

Named Gapmajang-gil, the War Horse Road runs atbagoorder of a national horse
farm where war horses had been raised since 60G we@ and through the Chosun
Dynasty. The approximately 20km-long walk is a pafrtthe route which covers the
whole Jeju Island, and has been developed as@a&@ulesource. The community tried to
bring together its historical and cultural resosrogean attempt to create this ‘community

branding’ and the artist also did some design vaorkhe branding.

As a result, there are 64 sign posts which wertaliesl on the War Horse Road. These
signs show the route of the road. There are 8 itapbpositions which are posted on the
map. The artist picked a drawing of horse that éabkhe most similar to a war horse
from the horse drawing competition with the childr&hen it was edited to make a logo.

The logo is a collaborative work among the arthtldren and other residents in Gasiri.
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It became a war horse logo with an orange cololer@ were continuous collaborations
and discussions in the course of designing the &gbfinding a place to install the signs.
Additionally, along with the horse drawings and @anflower drawings, the community
residents collaborated on 6 local tour map boamisluding a board showing the

direction for DdarabiOreum (Oreum means a smatab in Korean).

(© 2010 Ahn, SungHee

Picture 6-19 Newly made GapmajangRoad and SigrsRol&asiri

6.3.4 Test Project 2 Achievements

The Gapmajang-gil (The road following War Horsexfar fence) can perhaps be seen as
the optimistic gesture of a relatively isolatedagle making a symbolic communication
to the world outside of the village. The key roletest project2 was to design and
practice the process as a participation-based girtmanclude village residents’ voices to
communicate with the world outside the communitgl auith (and between) themselves.
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It is likely that the participants became more pobive and more involved in the project
due to the fact that they were working with thdagg’s historical contents that related to

horse and horse farming culture.

Gasiri opened the Jorangmal (Jeju Horse) MuseunmadnFn 2012. Its focus is on the
Jeju Horse, the indigenous horse of this area igthig hairy head and short legs. This is
the first independent museum in South Korea towik fy a village council and run by a

village community.

© 2010 Ahn, SungHee

Picture 6-20 Jorangmal Museum & Farm in 2012

Since the Gasiri Jorangmal (Jeju Horse) Museum &nHaas the concept of creating a
healing process and experience through the cuttuherses in daily life, the artist felt it

was appropriate to express this through perspexctiehildren and ways of expression
in a friendly community. This project has the pwpmf communicating to the outside

world through signage that looks like a horse.
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In the test project, drawing the canola flower remmawaken the individual memories of
the residents of the village and community as seeihe drawing. Test project 2 also
involved communication between children and adwithin the Gasiri community and
with the world outside the village. The Horse Museand War Horse Road signage
projects enhanced the communication within the camty and also the communication
with other communities and visitors (The interviewthe evidence, are in the
transformation part of this section). This showe thvidence of the participants’
transformation to become pro-active creative pidiats after the project in the model
(Chapter 5).This test project was in progress amwblved the community over the 6
month period since the author visited Jeju Islardough this project, this village could
have the experience of being part of a participabiased art and design project. The aim
of this project was to motivate these village comityu members to communicate

themselves, and to communicate voluntarily by eveatformation.

As the research was executed in the former tegqird, the second test was formulated
to try to create more active links between propud participants. The extent to which
this was achieved can be seen in the pragmatiomas from the project process shown
in Figure 6.4.
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65 years after the ‘4.3 Uprising’ and the massawregh took the lives of about 500
people, around half Gasiri residents, this comnyuisitnow slowly developing its own
voice, dedicated to communicating with the outsideld.

This result is demonstrably of more value to thenownity since it evolved through
cultural regeneration and a public art and desigyjept, rather than through direct

political or economic development.

. Participation Elements

From the viewpoint of performance evaluation, th@stdistinguished difference
between the test projects 1 and 2 is that it ificdit to clearly identify individual
participation elements in the test project 2, whdach participation element was
definitely identified and evaluated in the testjpob 1.

Using horse
and
flower as motives
to evoke sensual
relations

Sensual . .
Invitation Sensual Childrens’horse riding

and
new encounter with nature

Participation

Experience
oriented
Invitation

Organise interviews
and
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Invite People Ownership
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WONENENS  and making design

Cultural activities
in 600 years
old horse farm
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Exchange
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Emotional Co-owned public design
Invitation of

Storytelling

Storytelling of Horse farming

Figure 6-5 Test Project 2 Gasiri Project Achievetaen
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The reason for the relative ambiguity involved le test project 2 can be explained by
the feature within this project that there is neaclboundary between invitation elements
and participation elements. In other words, inwi@tand participation were seen to

happen together at the same time in each sub-pjéue test project 2.

Therefore, if the researcher tries to explain eachievement of each participation
element, it will be mostly repetition of explanatfof invitation elements which were
already mentioned in the previous section. Howeube close monitoring and

observation of this action research, test projestéch based in specific sites, revealed

no additional elements to be encompassed in theeimod

The presence and dynamics of the interaction betwewitation elements and
participation elements have been observed througheuproject implementation. In the
case of the test project 2, the invitation elemevese often seen to be overlapping and
integrated with each other and the participationcess often rapid and sometimes

instantaneous.

If the researcher compares strengths and weaknegghe test project 1 and 2 in the
consideration of the relationship between invitatelements and participation elements,
it is an outstanding strength of the test projethd each sub-project could be executed
without an outstanding leading artist/designer g such as a talented public art and
design director, whilst, in the test project 1was necessary for a public art and design
director to develop plans, raise funds, make nuowetimks in diverse disciplines and

control the whole process.

The success of Gasiri Project was essentially dége@nupon community participation
and they showed much pride in their achievemerdsosmmership of the outcomes. Thus,
the project showed the local community of Gasinvito demonstrate community value
in the outcomes through spontaneous participatwhh@rizontal communications among
themselves, at the same time not abandoning angeatsg the ‘top-down’
communication culture which has been established fong time.
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Picture 6-21 Newly-made Gapmajang Road Walkingi¥&sn 2012

* Transformation

SunHee Lee, a chief administrator at Gasiri Vill&&@mmunity Centre stated, “As you
see, there is no art gallery or museum in thegallaVe have never had an art and design
project for children. Though the average incomehefvillage is higher than that of big

cities, the community is isolated from the divecséure you can experience in the city.”

As a mother of eight year old daughter and six y#drson, she added, “it was a magic
time for me, maybe for others too, to see thatiiasvings made by our children could be
directly turned into signage for guideposts anceptbublic design. It is natural for the
children as well as community members to take goede in the project. Now, it is not
unusual for community leaders to use the expresseliated to art and design such as ‘in
the viewpoint of design’ or ‘artistic value,” eatime there is a community meeting for
important decision-making. | think the Gasiri Patjeould be a turning point for the
community to understand that this kind of projeencbe a tool for community

regeneration.”
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The idea to revive Gapmajang-gil came from Gasesidents themselves, and not
suggested by the researcher or by other authorifiétee community members

spontaneously created the idea, and reached theiale@among themselves regarding
how to revive the road, before the idea was detide¢o there searcher. The idea itself was
originated from the consensus of the community Xtered and take advantage of the

achievements of Gasiri Project.

Picture 6-22 Gasiri Committee meeting with Invigedists and Designers

e Feedback

In 2012, Gapmajang-gil (Royal War Horse Road) waslIn opened to outsiders. In the
competition run by the Ministry of Land, Transpaatd Maritime Affairs, for the best

landscape in 2012, Gasiri was chosen as the bedddape in the category of villages for
agriculture, forest and fishery. Even though tHe®n criteria for the competition were
complicated, taking into consideration many faciaduding effective preservation and
usage of nature, continuing development of culthealtage, bottom-up decision-making
process, and regional regeneration through makeaifggeverning cultural space and
cultural activities, it is certain that Gapmajanbgdayed a critical role for Gasiriin being

selected as the best landscape.
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Every New Year's Day (the first of January) in KargheChosun Daily, one of the

country’s major daily newspapers, predicts majendis to come into being, which are
selected through interviews with experts in divedseiplines. On January 1, 2013, the
daily newspaper predicted the rise of communitytip@ation as a cultural trend, and

chose the Gasiri Project of this research as afoaske trends in art and design, as part
of wider cultural trends. The article also inclugedtures of the Gasiri Project.

On May 3, 2013, Gasiri community held the first biFestival which was initiated and
organised by themselves, one of the programmeg bminevent for children’s horse
drawing. Horse riding for children was also ondlef programmes. As a matter of fact,
the programme for children’s horse riding was atéd by a horse trainer in the course of
executing Gasiri Project (October 2010 — May 20%1hile the programme for children’s
horse drawing was held in Gasiri, the trainer sstgge horse riding for children to the
researcher and instantly the idea became a pattteoprogrammes for children. The
Horse Festival showed that horse drawing and ridaygnvolving children, became two

main programmes of the festival.

As the country’s many villages regarded Gasiri deachmarking case, Gasiri became
exposed to mass media. KBS, the national broadicasgrvices company, made a one-
hour television programme introducing Gasiri. Tleeneunity members started to learn
their own history for the purpose of presentingrthestory to outsiders. The campaign to

walk along Gapmajang-gil was initiated.

The self-governing committee of the village madelexision to maintain the artist
residency programme through fund-raising from noofip organisations and self-
contributions of the community, even after the ehdhe sponsorship from the regional
regeneration project. BongSoo Ahn, the chairmarthef self-governing committee of
Gasiri, announced that the art and culture haveadir functioned as very important

resources for Gasiri.
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6.4 Key Findings and Next Stage Plans

In order to establish the validity and feasibildlthe participation-based public art and
design project model, Chapter 6 explained the enirocess of project design and
execution of the two test projects, and analysedeffects of the projects in accordance

with the framework of the model.

The Spitalfields Project was processed along alesitigear sequence due to tight
schedule and budget. However, these disadvantagsemnted the researcher with a
unique advantage to look into the linear sequeridateraction between the invitation

and participation elements, the subsequent tramsfiton and the evidences of probable

sustainability.

The project demonstrated that (1) Adequacy of kdgrmediary (‘seed’) which led to
5well-functioning invitation elements; (2) Partiaipon in each stage of the project was
more intense than planned and expected excepbdanitial stage of participation by the
immigrant community members; (3) Transformation gexped in the case of a few
participants who became active in developing andmanicating with the outside world,
or who became a champion of the participation-baméalic art and design project for
community revitalisation, or who became a connecteating new links among people
who planned, got involved and participated in thggxt; (4) There is clear evidences for
probable sustainability, including the new initv&s by Spitalfields Management Group
who were influenced by Spitalfields Project andrtpeoposal for renewal of the project.

The Gasiri project had multiple sub-projects andltiple sequences which allowed
repetition and change of participation under mosevobirable conditions, i.e.
comparatively sufficient time and budget. Despite abundant evidences for interactions
among these elements, the analysis of each elandnhteraction was not easy.
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Nevertheless, the Gasiri Project presented thigareh with strong evidence of
transformation and sustainability: (1) The Gasiomenunity originated spontaneous
ownership-related programmes including the reviMalGapmajang-gil, the creation of
Horse Festival and keeping alive the artist resigiggrogramme by self-contribution; (2)
The community came to have the mind set to put pirgbrity on the art and culture-led
community regeneration; (3) As Gisiri became expgogemass media, the community
members started to learn the history and cultuesitdage of their own community in

order to be prepared for communication with theldvoutside; (4) New links among the
Gasiri community members and the world outside wereated, with significant

implications for community openness and the longitsustainability of participation-

based public art and design project model.

The two test projects were executed in quite déffielenvironments. While Spitalfields is
located in a multi-cultural metropolitan city, Gass located in Jeju Island with the
unique culture. The participants in the Spitalf&eRroject had diverse social and cultural
backgrounds, while the counterparts in the Gasimjeet were members of a

homogeneous community.

In conclusion, together with the evidences verifywralidity and feasibility of the model,
the flexibility of the model was testified to byrdenstrating its adaptability to these two
entirely different sites and participant groupseMalidity of the model will be further
supported by expert interviews in Chapter 7. While validity test in this chapter was
mainly focused on the proposed model, the expe&tuiews will provide a much wider

perspective, addressing many other related issues.
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7 INTERVIEWS

7.1 Introduction

The two test projects, Spitalfields Project andi&soject, confirmed the validity of the
participation-based public art and design projecideh in Chapter 6. This chapter is
designed to provide further support for the vajiditf the model. The methodology
adopted for this purpose is expert interviews. Wltle validity test in Chapter 6 was
mainly focused on the proposed model in Chaptexxpert interviews provide a much
wider perspective on this subject, addressing nudhgr related issues including but not
limited to: sustainability of the model, evaluationteria and performance measurement
tool, project selection process for fund allocationactual situation, art and design
education for children, the problem of metropoliteities losing traditional off-line

communities and the relationship between on-lirge@filine communities.

Section 7.2 (Interview Design) explains why the exxpnterview (with its open-ended
guestionnaire) was selected as a methodology. Egepting interview objectives,
interview questions, the interviewee selectionetid and the list of interviewees, this
section also explains how the expert interviewsews#anned and executed. Section 7.3
(Interview Development) shows the process of hosvetkpert interviews were organised,

with a detailed presentation of the interview seahednd execution.

Section 7.4 (Interview Review) displays importaohients of the expert interviews. As
the major part of this chapter, it presents edited converted from verbal interviews,
with tables of selected key words from each inesviThis part, together with a brief
summary of the collected contents, gives validatmithe model and the research. The
suggestions on sustainability elements and sustidityastrategy for the participation-
based public art and design project model are ialdaded in this section. Section 7.4
(Key Findings and Next Stage Plans) presents k&dirfgs from expert interviews and

introduces Chapter 8, the final chapter and commfusf the research.

190



7.2 Interview Design

This research is made of qualitative analyses whecfuire validation only through live
testing or questionnaire perceptions. One of thguenfeatures of this research is the use
of action research methodology, which led to theettgpment of the model based on
human participation in Chapter 5 and the test ftiodel in Chapter 6. An overview of
how the interviews were designed is presented is ghction. In order to secure the
integrity of the interviews, interviews with eackpert were conducted separately.

Interviews with highly experienced and qualifiedaglitioners and academics in the
related fields are a commonly used methodologyhéurban design field, as well as in
sociology, anthropology and management fields. he tresearch by Usability
Professionals’ Association (2007), the most poptgagearch methodology techniques in
user experience design research are the ‘un-dffis@bility test’ and the ‘expert review.’
The popularity of the expert interview techniquepeleds upon its capacity to identify
problems relatively accurately compared to othethwdologies.
* Interview Objectives

In the design of an expert interview, five objeeBvare identified.

1. To confirm the validity of the research

2. To confirm the validity and feasibility of pempation-based public art and design
project model

3. To search for sustainability elements of th@ppsed model
4. To demonstrate the potential value of the meseand the model

5. To receive suggestions on practical applicatmithe model and the research
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* Interview Questions

The interview questionnaire format was designedas& open-ended questions. As
explained in Chapter3, the purpose of using opele@nguestions was to obtain an
unexpected range of contents from diverse intersemsmvho are experts in many related
fields. The unexpected range of suggestions fropes, in turn, presents a challenge to
the researcher which may go beyond the researcdeafse of knowledge and experience.
Well-developed open-ended questions may also simuinterviewees to encourage
themselves to participate more freely in the cosa#on and to be less guarded or
reserved. This may also lead to the interviewessirig more ownership of the interview

itself.

Two questions were devised for the expert intervi@uestion 1 addresses the validity of
this research and of the participation-based pudnicand design project model, while

Question 2 concentrates on the sustainability @itiodel.

Question 1: Onthe Validity of the Researchand of te Participation-based Public
Art and Design Project Model

® \What do you think about this research subjecteims of validity?
® Do you think the model presented in this reseasshvalidity?

Question 2: On the Sustainability of the Participaibn-based Public Art and
Design Project Model

® What are the elements which establish the sustiityatihe participation-
based public artand design project model?

="

® Can you suggest any further research which coydgpat the sustainability g

the proposed model?
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Due to the nature of this research, intervieweese\vgelected among many experts in
diverse fields which include urban design, publkesidn, architecture, art theory, visual
art, music and performing art, network theory, udt management and design policy.

Below is a list of the interviewees. It presentgteaterviewee’s name, the areas of

Selection of Interviewees

expertise, and the organisation in which they areently based.

Global Expert List

) ) o Field of
No Interviewee Title Organisation o Country
Specialisation
Central St.
) Art
] Martin’sCollege of Arts,
1 | Bannerman, MargotSenior Lecturer ] ] & U.K
University of the Arts
Art Theory
London
Mathematical
Rodgers, Geoff . . .
2 Ph.D Professor Brunel University Science U.K
o Network Theory
Assistant Prof. Hong Kong Art China
Wong, Kacey )
3 Ph.D School of Polytechnic & (Hong
o Design University Architecture Kong)
o o Performance
Karikis, Mikhall Permanent ] . .
4 ) Brighton University & U.K
Ph.D. Senior Lecturer
Sound Art
London Metropolitan )
5 Newman, Kaye Course Leader ) ) Architecture U.K
University
Arnolfini
) Art
6 Trevor, Tom Director Contemporary U.K
Management
Art Centre

Table 7-1 Interviewee List of U.K and Global Exgert
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The reason for including two network theory expémtshe interview list is that human

participation is directly linked to network theoayd it is highly related with the subject
of sustainability. The reason why there are as ni€organ experts as British (and one
Hong Kong Chinese) experts on the list is due ¢of#ttt the sites of the two test projects

belong to these two countries, South Korea andddriingdom.

» Korean Expert List

Field of

No Interviewee Title Organisation o
Specialisation

Korea Advanced Institute of Science and

Jeong, HaWoong Network
1 Professor Technology
Ph.D Theory
(KAIST)

Gachon (KyungWon) University

Jeong, Seok _ (a committee member of Urban )
2 Assistant Pro ) ) Urban Design
Ph.D Development Policy Group of City
Seoul)
Lee, Han Na Senior _ _ ) )
3 IndukUniversity Public Design
Ph.D Lecturer
) Gachon (KyungWon) University . )
Senior ) ] ) Public Design
4 Sung, Dong Sun (former director of Public Design ) )
Lecturer Visual Design

Innovation Centre)

Art Culture
Yang, Hyun Mee . .
5 PhD Professor Sang Myung University Management
' &Policy
Senior
] Korea ]
Executive ) ) Urban Planning
6 Yoon, Yeo San Land & Housing Corporation
Manager & Management
(PangyoNew Town)
(Former)
. ) . Industrial
7 Hong, EuiTaek Professor Gachon (KyungWon)Unigrsi ]
Design
8 Kim, JungHun Director Seoul Culture Foundation ltaePolicy

Table 7-2 Interviewee List of Korean Experts
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7.3 Interview Development

Face-to-face interviews were preferred and, e-nmd@rviews were also organized for
special cases. In the case of the face-to-faceviete the interviews were carried out by
conversation between interviewees and the reseawitle the questionnaire of open-

ended questions.

Through an analysis of interview results, the vslidheck of the participation-based
public art and design project model was finalizéthe selected contents from the
interviews are classified into two groups accordiogthe questionnaire given to the

interviewees.

In order to establish the validity of the expetemiew itself as a research methodology,
19 expert interviews with 14 interviewees were aandd in the process of this research.
Interviews were scheduled into three groups inctiese of arranging and executing the
interviews. Interviews were held in London, Seondl aleju in South Korea in order to

provide convenience to each interviewee.

* Interview Schedule
Interview 1. From January to March 2012
Bannerman, Margot; Prof. Rodgers, Geoff; Wong, katiewman, Kaye;
Karikis, Mikhail; Jeong, Ha Woong; Dr.Lee, Han Nang, Hyun Mee;

Sung,Dong Sun; Yoon, Yeo San;Jeong, Seok

Interview 2: From June to July 2012

Bannerman, Margot; Newman, Kaye

Interview 3: From December 2012 to March 2013
Karikis, Mikhail; Trevor, Tom; Sung, Dong Sun; HqrifuiTaek;Kim, JungHun
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The table below shows the date each interview veaslucted. Some interviews were

carried out twice.

* Expert Interview Dates

. Interview Interview .
No Interviewee Interview Date Country
Method Place
Face to face London
Bannerman, ) 29 Feb. 2012
1 Interview / / U.K
Margot . . _ 27July 2012
Text interview e-malil
Rodgers, Geoff Voice (Office)
2 19 March 2012 U.K
Ph.D Interview Phone
China
Wong, Kacey . .
3 oh.D Text Interview e-mail 22 March 20120  (Hong
' Kong)
London
o o Face to face
Karikis, Mikhall ' Seoul 27 Feb. 2012
4 Interview / U.K
Ph.D . / 15 March2013
Text Interview )
e-mail
Face to face 24 Feb.2012
5 | Newman, Kaye _ London U.K
Interview 30 June 2012
Face to face
6 Tom Trevor Interview/ Seoul 15 March 2013 U.K
Text Interview
Jeong, Ha
Face to face
7 Woong _ Seoul 19 March 2012 Korea
Interview
Ph.D
Jeong, Seok Face to face
8 _ Seoul 19 March 2012 Korea
Ph.D Interview
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Lee, Han Na Face to face
9 . Seoul 25 Jan. 2012 Korea
Ph.D Interview
Face to face Seoul 3 Feb. 2012
10 | Sung, Dong Sun . Korea
Interview Fukuoka 8 March 2013
Yang, Hyun
Face to face
11 Mee . Seoul 21 March2012 Korea
Interview
Ph.D
Face to face
12 | Yoon, Yeo San . Seoul 13 March 2012 Korea
Interview
. Face to face Jeju 10 Dec.2012
13 | Hong, EuiTaek . Korea
Interview Seoul 20 March 2013
_ Face to face
14 | Kim, JungHun Seoul 26 Feb.2013 Korea

Interview

Table 7-3 Expert Interview Schedule
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7.4 Interview Review

As explained inSection 7.2(Interview Design), expeterviews were executed via a
combination of conversational interview and opemeghquestionnaire. Therefore, this
review contains only the parts of interviews indteaf whole conversations. These
extracts were taken according to how the contenthefinterview corresponded to key

words displayed on the tables in this chapter.

. Questionnaire 1: The Validity of the Research anthe Model

Professor HawoongJeong is a proven researcher timorie theory at KAIST(Korea
Advanced Institute of Science and Technology), wadicipated in the research team led
by Albert-Laszlo Barabasi, the authorldhked2003). He also made a breakthrough in
understanding the network structure of the intelyetleveloping and utilising a virtual
robot which gathers on-line information. AccordittgProfessor Jeong’s response to the
guestionnaire, he acknowledged the value of deusjogand testing the suggested model.
Under the mutual understanding that it is difficidtapply proven methodologies in on-
line network research to the proposed off-line nhode suggested that, if diverse
modules and hierarchies among the modules, whieholaserved in every natural
network, could be identified in the test of the gested model, the model may be
regarded as sustainable, which, in turn, indic#étesvalidity of the suggested model.
According to Professor Jeong’s opinion, the twa {@®jects, and, in particular, the
Gasiri Project, demonstrated diverse collaboratemeng participants and specialists in
many disciplines. These collaboration then develdpt new groups sharing a common
interest, which showed how new political hierarsh@uld be formed among existing

and newly-emerging groups within and outside theceaned community.
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A specialist in urban design at Gachon Univerdityrier KyungWon University) and a
committee member of Urban Development Policy GraipCity Seoul, Professor
SeokJeong mentioned that he did not see why thgested model could not have

validity.

However, he expressed some reservations by agpéhnth the suggested model should
clearly identify which benefit will be given to whg and that it should demonstrate its
differentiation strategy by making comparisons wilready-existing urban design
strategies. He also stated that he never thoughitrdn landmarks as a part of good
urban design, because behaviour patterns of rdsidernhe city are not related to such
landmarks. His theories on which part of Seoullesely related to behaviour patterns of
residents, and on how to introduce soft elementghan design, led to his involvement
in the planning and execution of the policy to @dlince open spaces, including the plaza
in front of the city hall and in other public spade the City of Seoul. Considering the
participation-based public art and design projecdet is closely linked to culture-led
urban regeneration, the policy of the City becononignted toward open spaces can be
interpreted as introducing site-specific invitatielements suggested by the model to
residents of the City. Residents are thereby ermcma to participate spontaneously in
cultural activities, which can result in emergetenew communities. Most households
in Seoul are living in apartments, and as a resudt,City is severely lacking traditional

communities.

Margot Bannerman, a senior lecturer in art andhistory at Central St. Martin’s College
of Art, stated that “the test projects, which wdeveloped and executed for the purpose
of testing the model, could be extremely fruitfuldaappropriate models for alternative

urban revitalisation strategy.”This comment aldomafk the validity of the model.
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Kaye Newman, an urban revitalisation practitioneiLandon Metropolitan University

which is located near Spitalfields, played a cruc@e in arranging the Spitalfields

Project and she also had an overview of the whobegss of the Project. After the
execution of the Project, Newman referred to treeaecher feedback from Bangladeshi
immigrant community that the participants in Sgiédtls Project began to learn English
and other skills for living with a view to commuating with outsiders and improving

their life. Newman has already been involved innplag and executing several
community revitalisation projects in the Spitalfisl area, and she is therefore, well
positioned to make an objective and comprehensigfiation of the participation-based
public art and design project model as well astésé project through comparison of the

Spitalfields Project with many other urban reviation projects she has been involved in.

She stated that the suggested “model works welkrgvhthere is some professional
credibility and selection process, and the modelrk&/owithin smaller networks,

undefined by too much legislation, where the fremdo define the needs of a project
rely on the participants rather than guidelinesamigy that it could be an intuitive choice

and not tick box but still have criteria, purpose aignificance.”

DongSun Sung, former director of Public Design Watmn Centre, a think tank jointly
established by Gachon University and the Korean eBowent for the purpose of
developing governance design to be applied to ittesen Korea, confirmed the value of
the mission which is represented by the suggestedem Acknowledging the “infant
stage” of public design for culture-led urban regyation in Korea, he gave voice to the
megatrend of public design, which citizens activpgrticipate in, thereby revitalising
their community. Showing strong interest in the iGd&roject, Professor Sung stated he
was deeply impressed by the design capability ef ¢hildren in Gasiri who made
drawings for signage and other public design. He teat he considers the Gasiri Project
to be an excellent education programme awakeningeptual senses of children and one
which is differentiated from the programmes alreadisting in the elementary school
course, in that the education of children can beeman a continuing basis in everyday

life from a very early age as they learn their neotiongue.
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HanNa Lee, a senior lecturer of public design aukiUniversity in Korea, who also
worked as a public design specialist at a govermahdrody of SungNam City for four
years, expressed a positive stance She statedhimeatuggested model has important
implications for public design by proposing a not\en initiative for connecting urban
design with community cohesion through networkimgthe cities. The hypothetical
nature of this initiative allows for greater credyl and possibilities, rather than putting

too much weight on a feasibility analysis beforegmsing any model.

Kacey Wong, an expert in art and architecture aigHdong Polytechnic University, has
also carried out many public art and architectugggets as an independent practitioner
over the past 10 years. He advised that it is ryutaal approach for a researcher to regard
measurement of the suggested model as the mosttampevidence for its validity, as in

the case of economic development of the cities.

His reasoning backed up by long-term experiencesrgénising and participating in
urban design projects, was that the model shold tato consideration that “what is
important in terms of cultural development is tlevelopment of appreciation of culture
from the viewpoint of individual citizens.”With thexample of the Culture Bureau in
Taiwan which establishes policies that shape thwural development of the city on a
macro scale, he thinks this thesis could be beiaétnd relevant to the development of
the ‘middle aged’ city that requires regeneratdong added that the thesis could also be
interpreted as a criticism “towards current urbasign theory which is very rough and

underdeveloped in handling cultural developmera aity.”

201



Mikhail Karikis, who recently had a solo show in pyéng Project in London and has
made shows in Venice Biennale, had already expsgtkra collaborative project with
local residents. As a permanent Senior LectureiP@mformance and Visual Art at
Brighton University and as a proven performancéstarhe mentioned that this thesis
proposes a model which could be appropriated aptiegpto urban regeneration, with
the firm opinion that developing the qualitativedaquantitative criteria for evaluation of
urban regeneration projects must be an on-goingegsoand “could also be part of a
wider process which should focus its first and foost studies and analyses on the needs”
of the concerned community. Confirming that “theedis proposes a very interesting
model of co-existence and constant engagementatice processes,” he proposed that
“specialists from diverse fields of knowledge, su@s visual anthropologists,
ethnographers, sociologists, art-therapists an@huggists, could be incorporated” in

the model.

HyunMee Yang, a professor of art culture managenagt policy at Sang Myung
University in Korea and one of the country’s leafliresearchers in cultural policy,
showed keen interest in the Gasiri Project, statihgt a thesis with important
implications for regional regeneration deserveceamest welcome, and that the Gasiri
Project is a unique project, unlike any project sad seen before. Having worked for the
Ministry of Culture and Tourism, participated invgonment-led nationwide regional
regeneration projects for a long time, and pubtisaebook titledPublic and Publicity
she advised the researcher on how regional regenepaojects are evaluated and on the

criteria for fund allocation among those projects.

Relating to the evaluation and fund allocationerr#, Professor Yang mentioned that the
Gasiri Project raised her awareness of the neegvtelop a new evaluation tool for the
purpose of evaluating and allocating funds to nesvherging projects, thereby

encouraging practitioners in the regional regemmmatrea to develop projects of a

similar standard.
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Tom Trevor, director of the Arnolfini Contemporairt Centre in Bristol, who has
worked as an artist, a musician, a music produgetdlevision, and as an independent
curator, mentioned that it is no longer feasibléhie UK to propose an urban regeneration
project and apply for funds from governmental bedigthout addressing ‘participation’
and ‘community’ issues, and it seemed, to Trevwaf Korea has not yet reached such a

stage.

As for the researcher’s anticipation that the redean the thesis could be criticized by
academics in urban design as paying excessivetiatieto soft elements, while, at the
same time, being criticized by practitioners angeaverly oriented toward urban design,
he commented that participation-based, communighted, and culture-led urban
regeneration is in need of support from academales, and, as a consequence, research

and practice in the area should ultimately be diseiplinary.

In the process of conducting interviews with expem diverse disciplines, the
interviewees, in general, confirmed feasibility tbe participation-based public art and

design project model, and affirmed the validityttod model and the thesis.

The researcher came to understand that, due td chpinges within the current practice
of culture-led urban regeneration and communitytaésation, with academic research,
in general, lagging behind in understanding or sufopy the strong need for such
changes, the interviewees, academics and pra@rsoappreciated the research of the
thesis as a starting point which could herald a mewe of academic research based on

experiments in real situations.
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Table 7-4 below presents the selected key wordgiomsd by each interviewee on the

validity of this research.

e Questionnairel:

Key word from Expert Interview on Validity of Research

Interviewee
. Support o
Statements of Validation Keyword
Area of Area
Expertise
network
Test project made network. / /
Value of . o o
Jeong, Ha ' Carrying out test project is enough and it is hatade a mode
test project _
Woong easy because of off-line problems and test the
. model
Network
Theory Value of Test project 2 is valuable as it has modules
_ o sub-module
test project within a module.
citizens
Research | Itis ideal that citizens can participate in and participate /
topic improve the public design./ citizen’s
Sung, and Designer should assist and support the citizen'sposition
Dong Sun | hypothesis position. (designer’s
. initiative)
Public
' . . . good
Design Test project 2 is a good educational case for .
Value of . _educational
. other designers and researchers, and there is
test project o case /
creativity in it. o
creativity
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Research | Itis a very valuable research for contemporary valuable
aim urban design. research
Lee,
Han Na
Public | agree with the researcher's hypothesis whijch
Design Research activates the sense of place from a human- human -
hypothesis centred view point, rather than big scale centred
planning.
Prof. _
Ensuring )
Rodgers, o o Real life can
validity of | In order to gauge the validity of the model, the _
Geoff _ _ follow this
the model | test has to be able to identify that the process of del
. model’s
through test real life can follow this model’s process.
Network ' process
project
Theory
Evaluation tool of this research (test project) is
Bannerman really interesting./ _
' _ . . evaluation
Margot | Test project| New evaluation methods will be determined by
. methods are
. as aresearch  the tests themselves. This may well be _
o _ determined by
Art Theory | methodologyappropriate if you have funding to allow thesq the test
e tes
Expert experiments rather than as ‘value for money

initiatives.’
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| am sure that this participation-based public

and design projects could be an extremely

~

extremely

fruitful and
art _
appropriate

Research _ _ _ model
) fruitful and appropriate model for alternative /
topic
Bannerman urban revitalization strategy./ _
. ' . . a very valid
Margot This seems a very valid and timely subject. '
. and timely
Art Theory subject
Expert the principle ig
. The principle of the model is viable and enouygh viable
Validity of
del example cases with test projects would help /
mode
substantiate the issues. substantiate
the issues
Culture is difficult to measure so urban
Value of | regeneration should be defined differently since
_ ' different
expert |leaders and professionals have different ‘values’ |
‘values’
interview in terms of success./
/ Culture is a complex matter since it involves the
Wong, o o qualitative
Kace Validity of | past and the present. More qualitative research
y . o _research
. research | on each particular urban situation would benefit
Public Art this project.
&

Architecture

Relevance of

research
/
Benefit of

research

This thesis could be beneficial and relevant|to
_ _ relevant
the development of ‘middle aged’ city that )
_ ) to ‘middle
requires regeneration. N
aged’ cities

beneficial and
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Current urban design theory, in contrast with A crit
critic
this thesis, could be seen as very ‘rough’ and )
Wong, _ | towards this
underdeveloped when it comes to handling
Kacey . . under-
Need of cultural development in a city.
. development
_ research / _
Public Art _ ) N in present
_ This thesis could be seen as a critique towards
Architect _ _ research
this under-development in present research o
o criteria
criteria.
Yang, meaningful
Hyun Mee _ _ research
Value of | Such a meaningful research is very welcomed. / /
. test project 2 Jeju Gasiri (test project2)is unique. .
Public Art unique
Policy test project
Yoon,
Yeo San _ o _ interesting
Future value The topic of the thesis is interesting. /
of the In the near future, it will become more
Urban . become more
_ research important. .
Planning important
Management
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Model to be

o Indeed, this thesis proposes a model which appropriated
Validity of . . .
could be appropriated and applied to urbap Applied to
the model _
regeneration. to urban
Karikis, .
regeneration
Mikhail
Performance yj5 e of the autonomous
Art model The city can transform into a creative complexemergence
supported by network where autonomous emergence or|a .
creation of collaboration spark is attractive. collaboration
links spark
The practice of settling in a new constructior} or
Newman, ) _ L
K re-evaluating the opportunity for art within a
aye . . .
o community context is so new that developersthe model is
. Validity and o
o and surveyors do need a directive from the both
Art sustainability . . .
governing bodies of that area to add terms|ofappropriate
and of the mode o
responsibility. and
Space _
. / sustainable
Design . ] ]
The model is both appropriate and sustainable to
Expert

guide this process.

Table 7-4 Qualitative Data Analysis of Expert Intews on Validation
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* Questionnaire 2:Sustainability of the Model and Alernative Suggestions

Sustainability can be defined in multiple waysisltalso determined by several factors
comprehensively. Environmentalists argue about agmability from an ecological

viewpoint. Economists respect the cost/benefitragd viewpoint. Therefore, a variety of
concepts, definitions and standards exist in theer@ of sustainability, and, as a

consequence, it is natural for the concept of susbdity to be ambiguous.

According to Kettner (2006), key elements of sumhility from the report of UN

SDI(Sustainable Development Indicators) are agvs!

Social Sustainability Economic Sustainability | Environmental Sustainability
Human Rights Economic Development Ecosystem Stgbili
Participation Fair Distribution Capacity
Social Link Efficiency Biological Diversity
Cultural Essence - Global Environmental Issues
Social Mobility - -
System Development - -

The viewpoints of three different disciplines shihat the criteria of sustainability can be
translated into significantly different levels addgrees. The position in this research as

to suitability is closest to Social Sustainability.
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The hypothesis of this research, acknowledgingstistainability of the proposed model,
is already supported by the elements of potenticilas and cultural sustainability in this
thesis. The interviews with experts in diverse delrelated to culture-led urban

regeneration give encouraging support to the hygsish

Professor HawoongJeong at KAIST, as summarisecdjirén the previous section,
suggested in the interview that, if diverse modwed hierarchies among the modules
could be identified in the test of the suggestedl@hothe model may be regarded as
sustainable. He presented a unique interpretafiaity branding,” which many theorists
and practitioners in urban regeneration regard @sgbone of the destinations a
sustainable city should eventually reach. Profeskmmng regards city branding as a
manipulated countermeasure or a strong drive agtiesunhealthy condition of a city
lacking in natural phenomena, i.e., the emergerfcéiv®rse communities and new
hierarchies among and within those communities.hig opinion, city branding is
analogous to mass media play in opinion dynamicgnoexternal field in physics with
the example of a magnetic field, the artificialumpf which changes the whole field. His
interpretation of city branding can lead to the auosion that, in terms of urban
regeneration, the autonomous emergence or devefdgpofiecommunities through the
spontaneous participation of people in the citywbich a methodology has already been
presented by the participation-based public art @eglgn project model, may well be a

tool superior to city branding.

His argument in the interview went further, intexfimg sustainability itself as a kind of
controllability which pushes a system in a certain direction. HHigrpretation of
sustainability may lead to another conclusion thiat matters in urban regeneration is
the continuing emergence of new communities thrainghspontaneous participation of
citizens rather than the sustainability of the,aityce again confirming the general value

of the suggested model in the thesis.
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Professor Jeong also commented on the argumenhwégards the suggested model and
the project based on the model as latecomers iarteeof urban design and regeneration.
The related issues are: (1) whether the projectdas the suggested model, even as a
latecomer, can compete with grand projects, whieheaecuted by property development
companies, global retail franchises or joint veesubetween public and private sectors;
and (2) whether newly-emerging communities borma assult of the project can survive
already-existing social hierarchy with invinciblevger controlling the city. His answer is
that it depends upon the ‘gifted attractivenesgsheflatecomer, which the latecomer was
‘endowed with at the time of birth.” Compared toealdy-existing models for urban
regeneration, the suggested model can perhaps Kmeveledged to have this ‘gifted
attractiveness,’ which can be attributed to thétaton elements identified and extracted
from 46 case studies of the most successful (agr@fibre ‘attractive’) public art works or

projects.

Professor Geoff Rodgers, a renowned scholar in enadtical sciences at Brunel
University, linked the suggested model to his idissiplinary study including network
theory. He mentioned that he did not see why tlggested model could not have validity,
even though he understood and acknowledged itrisdifficult to check the validity of
the model in terms of criteria for sustainabilityhieh are usually applied to very big
networks such as the internet. One of the criteenavalidity of sustainability is whether
there exists any scale-free network coming thraugim the random connections within

the concerned network.

Kaye Newman at London Metropolitan University aédgaking reasonable precautions
against institutionalisation of the suggested maideh as launching a periodic festival.
She warns that “the idea of institutionalisatiomast seems to lose the spontaneity of the
process, its appropriateness to a local communitly @hilst it needs so many guidelines,
institutionalisation could have alarming consege@sncmisuse, political agendas and
favouritism."Newman also forewarns that “the mamydrs of legislation ready exist
within urban regeneration programmes and the uigiitalisation of the model could be
misinterpreted to add difficulties and delay prtgeather than make this event as one

that brings the community together.”
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DongSun Sung at Gachon University thinks sustalitvaliepends on the maximisation
of spontaneous participation of the residents endiky. The participation-based public art
and design project can be a tool to meet this nedtat specialists, including artists and
urban designers, are organised to work as assdtanparticipants, and the residents can
execute the project with only a tiny budget. Heestahat eventually the participation will
go beyond the tipping point, and then, ideallyc#@n spread all over the city with

‘accelerating speed and exploding power.’

HanNa Lee, a specialist in urban design at Indukvéfsity, firmly asserted the
sustainability of the suggested model to be ciifjcdependent upon continuous supply
of interesting elements in public spaces. A pagétion-based public art and design
project should be flexibly organised to encourdye residents to make this continuous
supply through intense interactions among themseRablic spaces should be the places
for the residents to display art works and to ete@atommunity activities, and they
should be managed by the residents themselvesasth and a small budget.

Kacey Wong at Hong Kong Polytechnic University wafinmly against branding with an
example of the Culture Bureau in Taiwan. He stétedl “the establishment of the Culture
Bureau or some kind of authority from the top dawight be one of the resolutions for
developing sustainable policy.” But, he warned “tdoeible-edged sword of such a bureau
is that if its value is low, then, whatever politestablishes would be superficial and not
genuine, but the model has to follow since it igshwi the law,” adding as his final

comment “hence, it would be the pitfall of branding

Mikhail Karikis at Brighton University, an estaliisd performance artist himself,
maintained a cautious stance with regard to swatdity. He stated that “it is not a
necessary conclusion to assume that public spacelioig (or city branding) is the end of
the process” ensuring sustainability. Accordingarikis, “communities are in constant
flux, and even the communities with strong identiged to retain a degree of flexibility
and openness to negotiate change and difference.”
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In his opinion, ‘branding’ as a way of securingtairsability presented by the suggested
model has to be “defined as something that is naral but a constant process, which is
designed in such a way so that it leads to a cootis engagement in creative processes
and reflection. He added that “then, the suggestedel could function as a vehicle to
sustainability, and could be the development offi@rént approach to culture, not as a
temporary regeneration tool or a problem-solvet,ebdeep life and community-defining

operator.”

HyunMee Yang at Sang Myung University affirmed thhae sustainability of the
suggested model needs networking among people.hén viewpoint of regional
regeneration, well organised networking among sists, regional governments and the
governmental bodies supporting regional regeneraianandatory, as presented by the
suggested model and by the Gasiri Project, butiedality, the situation in Korea is

problematic. She proposed a totally new perspectiveommunity building in Korea.

Hampered by the long-standing hegemony of regiac@hmunities and lack of

traditional communities in urban areas which atediwith ubiquitous apartments, in her
opinion, Korea needs to take advantage of on-loveraunities in creating new networks
among people. She informed that, in this contéw,@ity of Seoul launched a project to
provide off-line public spaces to on-line commuastiwith a view to encouraging cultural

activities and transforming on-line communitieioff-line ones.

It is remarkable that many interviewees expressghtive perceptions of city branding
or of the potential institutionalisation of the posed model, such as making periodic
festivals, suggesting that such strategies mayenstire the sustainability of the model.
Most interviewees preferred ever-continuing autooosnemergence or the development
of communities through spontaneous participatiopublic art and design activities of
the residents in the city or region concerned, yimgl that these were more likely to

produce sustainability.
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Table 7-5 below presents the selected key wordsclwhwere mentioned by the

interviewees on sustainability of the suggestedehod

Questionnaire2: Expert Interview Key Words on Suggstions of

Sustainability

Interviewee
/
Support Area Statements of Validation Keywords
Area of
Expertise
Jeong,
Ha Woong ) ) Links
It could be sustainable when it also has links
. . between the
between the projects. .
Network projects
Theory
The test project shows that the budgets for
small projects are more suitable than the
huge projects for inhabitants to participate
Sung, o . suitable
Sustainability, in.
Dong Sun _ / budget of
in
. . o o . small
_ . test project | The tipping point is diffused after passing a .
Public Design . . projects
point of contact. The power of explosion
comes from gathering of small elements pot
just big things.
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The step for sustain ability requires
continuous supply of interesting elements
the city space.

/
Project space for artist is the everyday sp
for the participants, so art work should b
changed constantly to trigger new

participation.

5 10
constantly

renewing

project
ace
for
e - -
participants

Lee, Han Na
) ) _ New strategy for budget and space
Public Design new strategy
administration will be needed in
revitalisation planning needed
The most important thing is that it attracts attracts
the passing people. the people
/ /
Easy accessibility is an important aspect of easy
locational elements accessibility
Prof. The more connected dots there are, the
Rodgers, better. diversity
Geoff / /
. This could bring a more diverse type of multi-
Network creativity. The greater diversity of creativiedisciplinary
Theory events, the more multi-disciplinary.
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It needs to look like a social network with

one person connected to a very large numbmwlti-links

of people. Then, even if one person is| connectivity
removed at random from the network, if /
doesn't affect the connectivity very much. scale-free
/ networks
Start with one person and when people are  /
connected at random, the network will|  growing
become scale-free after a while. network
/ circles
Social network circles are growing all the
time
working with
Bannerman, Working with pre-existing networks pre-existing
Margot responding to specific local conditions| networks
. / /
Art Histories seem to lend themselves to morelink with
Art Theory successful ‘embedding.’ site- specific
storytelling
Art activity might not be the best and might
o need for
Wong, take -the form of ‘o-ne-me-dlcme for all’ classification
Kacey regarding urban revitalisation. However,|a of tactics
. classification of tactics might be beneficial.
Public Art
and

Architecture

In Taiwan, there is the Culture Bureau that
) o macro scale
establishes policies that shape the cultural

development of the city on a macro scale

policy
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Yang, Hyun

Mee . network
Networks will be needed between
. . ' _ between
stakeholders like directors or designers.
Art Strategy stakeholders
And Policy
Public projects are normally dependent on a
public budget. It is difficult to measure
people's satisfaction because exposure|to
media of results and effects affects needs for
reliability. Results should bgustainable wit new
effects. So it is necessary to make newmeasurement
Yang, Hyun . o
measurement criteria. criteria
Mee

Art Strategy

/
Make a new measurement tool will be

needed for funding body.

and Policy : : :
The point of a sustainable project depends
_ concept value
on concept value and reasoning.
and
/ .
reasoning/
Because of the difficulty of cultural result .
positive
measurement, another answer is that the
exposure to
similar project is made again with positivie _
media
exposure to media. This would be helpful.
Local councils should intervene in the
project more than the city planning body for
Yoon, Yeo
many reasons.
San /
. S _ upgrade the
Sustainability will appear, when they analyse =~
Urban . . . project
_ the residents' life behaviour. However, such
Planning & '
a project would take too long.
Management /
Necessary to upgrade the project constantly
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Communities are in constant flux and

branding is a process, which could functipn

Karikis, _ o .
o as a vehicle to sustainability. vehicle to
Mikhail o
/ sustainability
The development of a different approachito -«
Performance _
Art culture is needed, not as a temporary| constant flux
r
regeneration tool or a problem-solver, but as
a deep life and community-defining operator.
The idea of institutionalisation almost seems
to lose the spontaneity of the process and, its
appropriateness to a local community, and
whilst it needs guidelines and guidance,
institutionalisation could have alarming
consequences, involving misuse, political
Newman, agendas and favouritism.
Kaye /
_ o the
. The other worrying consequence is time )
o spontaneity
Art delay. If the artwork is in the control of the tth
of the
and architect or similar, appropriate time and
_ _ _ o process
Space Design programming will be allowed within the
Expert natural process of construction. Many layers
of legislation already exist within urban
regeneration programmes and the
institutionalisation of the model could be
misinterpreted to add difficulties and delay
projects rather than this event being one that

brings the community together.
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The elements you need are: 1)Programmeof
purpose, or a scope of works that allows the
participants to ensure that consideration|of
all elements has been given;
2) A professional amongst the
collectivenetwork to take on the
responsibility of identifying the areas of
artwork, short listing artists and managing
the project with the art work in its location; engage and
3) The network has to identify the points [of participate
financial investment, either through already without
existing schemes such as ‘percent for arts’ orfeeling
other initiatives that make this process| overwhelmec
intrinsic and not ‘other’ to the main contragct.
/
The issue that is extremely important is that
the community and the unknown artist
would know that a framework does exist and
therefore he or she would be able to engage
and participate in this process without
feeling overwhelmed by the enormity of the

undertaking.

Table 7-5About Future Development Suggestion fat&nability of Model in Practice
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7.5 Key Findings and Next Stage Plans

The interviewees from diverse disciplines generatlgfirmed the feasibility and validity

of the participation-based public art and desigojgmt model and the research. They
were keenly aware of the need to build bridges betwtheory and practice, i.e., between
rapidly changing current practice of culture-lecbam regeneration and community
revitalisation and academic research lagging beimd understanding of and awareness
of the strong need for such change. In this contéxet interviewees appreciated highly
the research of the thesis as a starting pointfddher academic research based on

experiments in real situations.

The interviews with experts give encouraging suppmthe hypothesis of this research,
acknowledging the sustainability of the proposeddetolt is remarkable that most
interviewees were very cautious about making contsnen sustainability. Some
interviewees expressed a negative perception ypbc#nding or institutionalisation, both
of which could be regarded as the strategies feurmg sustainability of the model by a
lot of practitioners in urban and regional regetierafields. These interviewees gave a
warning to the risks inherent in city branding ostitutionalisation, on the other hand,
stressing the importance of ever-continuing autamesnemergence or development of
communities through spontaneous patrticipation iblipuart and design activities of the

residents in the city or region concerned.

It is astonishing that the interviewees addressedide a range of issues related to urban
regeneration and the participation-based publi@ad design project model. The whole
process of expert interviews was an interdisciplirgtudy, confirming the comment of
Tom Trevor, director of the Arnolfini Contemporarirt Centre in Bristol that
participation-based, community-oriented, and celled urban regeneration is in need of
support from diverse academic circles, and, anaamuence, research and practice in the

area should ultimately be interdisciplinary.
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The result of the expert interviews and feedbaoknftest projects will be reflected in the
next chapter. Chapter 8 will suggest an extendedeinaf the participation-based public
art and design project model and present a prawgitis toolkit which will help to turn a
participation-based public art and design projat practical experiences. The last part
of Chapter 8 will consider limitations of the resda in this thesis and further
development suggestions for the research, faithfidflecting the issues which were

already addressed by the expert interviewees.
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8 CONCLUSION

8.1 Introduction

This chapter integrates the achievements of eaaptehand presents the conclusion of
this research. Section 8.2 presents and explasértal model of this research, which is
a revision of the original participation-based pabart and design project model
presented in Chapter 5.This section also presetasllat for participation-based art and

design project and explains how to use the toolkit.

Section 8.3 contains the conclusion of this regedtaconsolidates the contents from the
whole development and testing process of the m&swsdtion 8.4 presents the limitations

of this research, as well as suggestions for furtgearch and future developments.
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8.2 Final Model

8.2.1 Revising Model

The participation-based public art and design ptajeodel as was developed in Chapter
5 shows that each participant in a participatioseldapublic art and design project
experiences the activities presented by the prajea transformation zone. In other
words, while in the process of executing the pipjéleey enter a conceptual space.
Assuming that each of participation is spontanemdiyidual participants are attracted
to the project through interaction with the invibat elements. These elements were
identified from 46 case studies and, after thatssfied into five categories.

Subsequently, each individual proceeds through faautes which are defined as
‘participation elements’ and which could also bdlechbehaviour patterns. They were

also identified from the same 46 case studies lagal ¢lassified into four categories.

The model was tested by the two test projects dedign Chapter 6. By tracing this
process, the feasibility and validity of the models observed and understood. Spectators
in participation-based public art anddesign prgeare the residents of the place where
the project is held or processed. Therefore, tegleats share the initiative with artists or
designers who work for the project, and can inted&ectly or indirectly with specialists,
including artists and designers, or among themselweany process in the project,
including planning, making art works and logo dasiginstalling and building diverse

facilities, and conservation and discussion inrtteetingseither official or informal.

In the course of planning and executing these pesfects, the researcher came to
understand that the process pattern and chardicteé$ the Spitalfields Project are quite
different from those of the Gasiri Project. In t8pitalfields Project, all of the events

were processed through a linear sequence.

On the contrary, the Gasiri Project had multiple-pwojects, and as a result, all of the
events were processed through multiple routeshdrSpitalfields Project, in general, trial

and error was not allowed mostly due to the veglgttproject schedule and budget.
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However, in the case of the Gasiri Project, becadhsee were multiple sub-projects
(which could be alternative routes for the residentselect) and because the project had
time and budget enough to execute multiple subeptsjconcurrently,almost every kind

of trial and error could be allowed.

For example, if it so happened that the researdisepvered thata target resident had not
participated in a sub-project, then, the residentid be persuaded to participate in the
original sub-project or in another sub-project. Whiroute the target resident would

choose was dependent on the interaction betweereskearcher and the resident. Even if
the resident had not wanted to participate in aumy@oject, the researcher or other
resident could have persuaded the target residecg again to participate in one of

themultiple sub-projects. Reflecting these expeesn Table 8-1 shows a comparison

between the two test projects in terms of projagét and process pattern.

_ Project
Project Process Pattern
Layer
_ A single route
o A single )
Spitalfields ) Linear sequence
project L
Repetition is not allowed.
_ Multiple routes
Multiple sub-

_ Multiple sequences are processed concurrently.
. projects undet o
Gasiri Repetition is allowed along each sequence (route)
an umbrella . _ _
' Choice among multiple sequences (routes) is allowed
project _
Change of sequence (route) is allowed.

Table 8-1 Comparison between Spitalfields and GBsajects
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Therefore, in summary, the Spitalfields Projeatharacterised by single-layered linear
sequencewhile the Gasiri Project is characterisednyiti-layered alternative sequences
The observation of the two test projects can leath¢ development of two different sub-
models. The first sub-model deduced from the Sptds Project can be calledsingle-
layered linear sequence mo(tel the ‘Spitalfields Model’), while the other subedel
drawn from the Gasiri Project can be calledmalti-layered alternative sequence

mode(or the ‘Gasiri Model’).

Oher derivative sub-models can be developed froesetltwo original sub-models. For
example, in the case of the canola flower drawingne in the Gasiri Project, the
researcher had 72 face-to-face, one-to-one meetuifjseach potential participant in
Gasiri, including the leaders of the Gasiri comnyniif this event had been separated
from the Gasiri Project and identified as an inaw@nt project, then it could have been
classified as aingle-layered alternative sequence mode| a derivative sub-model. In
the case of the Spitalfields Project, if there baén sufficient time and budget to allow
for repetition of the linear sequential processs fitoject could also have been classified

as asingle-layered alternative sequence model

8.2.2 Final Model of the Research

Figure 8-1 (Chapter 8, page 227) shows the finaflehof this research, ie, the final
model for a participation-based public art and glegroject. It can be interpreted as an
extension of themulti-layered alternative sequence mogqeksented in the previous
section. The process depicted in the figure caexipdained using the Gasiri Project as an
example. If any member of the Gasiri communityiatéd another participation-based
public art and design project, or any other kindcaftural activity project, after the
execution of the Gasiri Project and with or withahé support of the researcher, the
newly initiated project could be seen as a repetif the initial Gasiri Project. This

repetition is described by the circulation of thep in Figure 8-1 on next page.
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If this repetition could stimulate other membergled community, and as a result, other
rounds of repetition could be initiated by the Gassmmunity members again and again,
the final model of the participation-based publit and design project can secure
sustainability. The ultimate aim of the projecttigt this sustainablility would lead to
sustainability of the behaviour pattern of the camity in favour of arts and cultural
activity. It would be hoped, also, that in the c®of this process, the community’s
ownership of the newly initiated project or cultueativity would allso be secured. In
Figure 8-1, the community members who initiate e¢pe rounds of arts project or other
kinds of cultural activity are defined as the ‘tsésrmation element group.’ The endless
circulation of the loop indicates the continuinggagement of community members in
initiating and further developing arts and cultueativities. In this context, the final

model can be defined as a sustainable model.

In the course ofexecuting these two test projattgjas discovered that the influence
oftheinitial participants on the ‘transformatioreelent group’is as strong as the influence
of the researcher on the community members, iejnitial participants. In Figure 8-1,

the feedback and influence of the initial particifsagiven to the ‘transformation element

group’are emphasised with thicker lines.

The continuing repetition, represented by the essllerculation of the loop, should
eventually contributetotheextended and strongdrggaation of community members, ie,
the further extension of the model and enlargenoénthe loop. In the process, each
participant creates many links and gives feedbatkenfluence to other potential

participants, which is one of the important susthility elements in the final model.
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Figure 8-1 Final Model of Participation-based Palit and Design Project
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8.2.3 Practitioner’s Toolkit for Final Model

Even though the validity of the participation-bagrdlic art and design project model
has been confirmed by two test projects and expe&tviews, evaluation criteria and
performance measurement tools remain unresolvedhiB context, a practitioner’s
toolkit for the project is proposed (Tables 8-2 &i8). The primary objective of the
toolkit is to present practitioners specialisingurban or regional regeneration with a
guideline for planning a participation-based pulalit and design project. Nevertheless,
the toolkit can also be utilised as a referencepf@iminary evaluation of a proposed
project or for performance measurement after thecation of a project. This is of

particular value from the perspective of governrakbbdies in allocating funds.

In order to facilitate decision-making, each coesadion element of the toolkit has only
three degrees of validity. For example, regardimg first element (‘project objective’)
[see Table 8-2, page 10], as the element getsrdiogbe right side (‘everyday life’), the
project can claim a higher level of validity. Oretbontrary, as the element gets closer to
the left side (‘public manifestation’), the projet#pends on a lower level of validity. The
toolkit considers ten project elements: projectecbye, initiative, project management,
communication method, degree of participation,guatbf participation, process features,

collaborative boundary, cultural dynamics, andecal

The toolkit can be utilised as a tool to presematgonale for a proposed participation-
based public art and design project to the ressdehta community, thereby inducing
them to participate in the project. It can alsoused to attain consent of the residents
with regard to important matters, such as the atioa of the budget across multiple sub-
projects. The process of utilising the toolkit camuce intense interactions and
collaborations between practitioners and residengking the project ‘truly public’ and,

not just the work of a single artist or speciaistirban design.
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Participation-based Art and Design Project Toolkit

No. | Project Element Consideration Elements and Degree
Project Public _
1 o ' . 1 2 Everyday Life
Objective Manifestation
- . . / Residents
2 Initiative Artist (Designer) 1 2 .
(Community)
Project o _ (Experts)
3 Administrative Body 1 2 _ _
Management Artist (Designer)
Communication _
4 Top down 1 2 Interactive
Method
Degree of _ _
5 S Inactive ! 2 Proactive
Participation
Pattern of _
6 S Passive 1 2 Volunteer
Participation
) Experience
7 | Process Featurés Result oriented 1 2 )
oriented
Collaborative o o
8 Disciplinary 1 2 Interdisciplinary
Boundary
Cultural . _ Social
9 ] Aesthetic Expression ! 2 o
Dynamics Contribution
Human scale
10 Scale Monumental 1 2

(Sustainable)

Table 8-2 Participation-based Public Art and De$tgoject Toolkit
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» Levels of Participation-based Art and Design ProjeicToolkit

1 2 =

Level 1 Level 2 Level 3

Non Non

recommendable recommendable
Level Level
Low Middle High
20~40 % 60~80 %
90~100 % 90~100%
Vs 50 % vs 50 % VS

Single Single

80~60 % 40~20 %

Table 8-3 Levels of Participation-based Public &rtl Design Project Toolkit

Because the ten consideration elements are quai@ates, the toolkit is adequate for the

comparative evaluation of competing projects. Eammnsideration element of a

participation-based public art and design projeatlative, not to be given any absolute

grade, and can only be judged when compared with eaunterpart element of other

projects. As examples, the consideration elementheoSpitalfields Project and Gasiri

Project are evaluated as indicated in Table 8-4Tahdie 8-5.
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Spitalfields Project

No | Project Element Consideration Element Degree
1 Project Objective Public Manifestation / Everydaig 1
2 Initiative Artist (Designer) / Residents (Commiyhi 1
3 Project Administrative Body / (Experts)Artist 1
Management ( Designer)
Communication .
4 Top down / Interactive 1
Method
Degree of _ _
5 o Inactive / Proactive 2
Participation
Pattern of )
6 o Passive / Volunteer 3
Participation
7 Process Features Result-oriented / Experieneeted 3
Collaborative o S
8 Disciplinary / Interdisciplinary 3
Boundary
9 | Cultural Dynamics Aesthetic Expression / Sociaht@ibution 3
10 Scale Monumental / Human scale (Sustainable) 3
Total 21

Table 8-4 Evaluation of Spitalfields Project
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Project Objective: Even though the process of tipiaBields Project was
community-oriented, the project itself was initéhtas a part of the London
Architecture Festival, and was sponsored by privedenpanies. Therefore,
whatever the art work was, it was mandatory fos thiork to be exhibited in
Spitalfields Market. In this context, the projestavaluated with an emphasis on

‘public manifestation.’
Initiative: The project was initiated by the reszar.

Project Management: The project was under manageofedpitalfields Market

management team and the organisation for the LoAddmitecture Festival.

Communication Method: Though the researcher magetdtommunication with
participants from the immigrant community, all coomication channels of the

project were organised through a top-down pattern.

Degree of Participation: The number of participafitsm the immigrant
community in Spitalfields was smaller than expeciéevertheless, in spite of the
small group size, the participants were keen amdnaitted themselves fully to
the task of growing the Korean vegetables.

Pattern of Participation: The participants wereuntéers.

Process Features: From the starting point, theegroyas planned and processed

with an experience-oriented spirit.

Collaborative Boundary: The collaborators for thmt&8fields Project were artists,
designers, an urban community revitalisation spietighe management team of
Spitalfields Market, managers of sponsor compamied many others from

diverse disciplines.
Cultural Dynamics: The project was solely orientegards social contribution.

Scale: The project was planned and executed wittydudget, and the Korean

vegetables were exhibited in Spitalfields Market.
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Gasiri Project

No | Project Element Consideration Element Degree
1 Project Objective Public Manifestation / Everydaig 2
2 Initiative Artist (Designer) / Residents (Commiyi 1
3 Project Administrative Body / (Experts)Artist 3
Management ( Designer)
Communication .
4 Top down / Interactive 3
Method
Degree of . :
5 o Inactive / Proactive 2
Participation
Pattern of .
6 o Passive / Volunteer 2
Participation
7 Process Features Result-oriented / Experieneeted 2
Collaborative S S
8 Disciplinary / Interdisciplinary 3
Boundary
9 | Cultural Dynamics Aesthetic Expression / Sociahtibution 3
10 Scale Monumental / Human scale (Sustainable) 3
Total 24

Table 8-5 Evaluation of Gasiri Project
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Project Objective: The Gasiri Project took advaatag matching funds of a
regional regeneration project which was a jointtues between governmental
bodies and Jeju communities including Gasiri. Tfueeg the project had to have
public manifestation, at least to a limited extent.

Initiative: The project was initiated by the reszar.

Project Management: The project was managed by rédsearcher and

collaborators.

Communication Method: The researcher made continhaommunications with

the residents.

Degree of Participation: Some residents are pneactvhile many others were

inactive.

Pattern of Participation: Even though there wereayneolunteers, particularly

children, the other residents were passive.

Process Features: Due to the public manifestaggnirement, the project could

not be wholly experience-oriented.

Collaborative Boundary: The collaborators for thas@® Project were artists,
designers, regional regeneration specialists, atgafournalists, and managers of

design product manufacturing companies.
Cultural Dynamics: The project was solely orienteaards social contribution.

Scale: No monumental art and design products weweror installed in Gasiri as

a result of the project.
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As has been demonstrated, with only two compargiregects, the evaluation of each
project element can be carried out easily. Extensigplications of the participation-
based public art and design project and the sules¢@ccumulation of experiences and
knowledge may lead to the development of a morbéoesde toolkit in the future.

However, even the simplest toolkit, as presentedva@b can display the main

characteristics of the concerned project very wEllis fact indicates that it is not a
formidable challenge to develop evaluation methogiels and criteria for a participation-

based public art and design project.

It is important, however, to analyse carefully @adpects of the information given in the
toolkit before applying it to an actual situatidfar example, it may not be appropriate to
make a decision related to performance measurememesource allocation, of the
decision is based only on the total grades. Indhase of the Spitalfields and Gasiri
Projects, the former gained 21 points, while thtetaearned 24 points. But, this does not
mean that the Gasiri Project is superior to thetaffplds Project, in terms of
performance evaluation. A critical reason for tliffecence in total scores is because the
Gasiri Project, with sufficient time and budget reanage multiple sub-projects, had
better conditions than the Spitalfields Projectiihe budget for the Gasiri Project, 5
projects or more of a similar size to the SpitédfseProject could have been executed.
Such a comparison leads to the conclusion thatygpes (ie, types of sub-models) of
participation-based public art design project, Whiwere identified in the previous
section, should be considered before reachinga fiigment or decision in terms of
comparative evaluation, performance measurementrasdurce allocation based on
preceding factors. In conclusion, the comparisaeats the limitation of the qualitative
evaluation tool, and points out a need for combingdisation of qualitative and

guantitative tools.
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8.3 Conclusion of Research

Increased attention has been paid to the importahgriblic art and design in recent
decades, particularly since the two disciplinesdoet be regarded as indispensable parts
of culture-led urban regeneration. In line with thew trends in urban design in the’21
century, most noticeably the deviation from landkaaentred design, culture-led urban
regeneration has also experienced substantial esammgme of which is the orientation
towards the human-centred position.

Corresponding to the human-centred positioningulfuce-led urban regeneration, this
research proposes a participation-based publiaraftdesign strategy to meet the needs
of this new positioning. Chapter 1 (Introductioetssout the research aim to develop a
model for a participation-based public art and glegroject, and presents the overall
research plan, research subjects and researchtiebgedChapter 2 (Literature Review)
displays a collection and review of information sré&ls and references related to the
research subjects identified in Chapter 1. Becafiske interdisciplinary features of this
research, the boundaries of the literature review imevitably broad. This chapter
oversees the development and changes in the tfamtdan design as well as in public art
and design. It begins with culture-led urban regaten and incorporates the criticism of
culture-led urban design. The new development bamirdesign, especially related to
urban regeneration, was critically affected byréktionship with public art and design.
This chapter discovers evidence that the recemvigtion in culture-led urban design is

concerned with community and participation.

Chapter 3 (Research Methodology) establishes tlkeareh methodology which is
basically qualitative research. The methodologydusethis research is primarily action-
based research, a combination of data collectmrigjral probes, experience prototyping
and expert interviews. Chapter 4 (Case Study Amglgsimmarises46 case studies which
were carried out for the purpose of identifying theitation and participation elements.
This chapter also presents the case study seleati@nia, the tool devised for analysis
and the results of the analysis. It is founded lo@ tesearch reported in Chapter 2
(Literature Review) and takes it forward to itsgireal application in order to enable the

key factors to be identified and to proceed todeeelopment of practical models.
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Chapter 5 (Building the Model) is a key chaptertlug research and presents both the
process of developing the model, and the model \lid visual figure originally
developed in this chapter. As a progression froenctise study and analysis in Chapter 4,
this chapter traces the development of a particpaiased public art and design project
model for culture-led urban design. Chapter 6 atmstest the model which was
developed in Chapter 5, and the two test proje@eevdesigned for this purpose: the
Spitalfields Project and the Gasiri Project. Taraffthe feasibility and potential of the
model, the chapter displays the objectives ancetasgues of the test projects and gives
the reason for selecting sites and developmentsplresenting a summary of the test
projects, the chapter describes the process oprihjects by stages and how the model
and the developed elements are applied to fornaradwork for the test projects. With
the key findings from these two test projects, Ghiap confirms the model was validated
by the test projects within identified limitationand further aspects concerning its

sustainability were identified.

After the presentation of the two test project<Cimapter 6 and its confirmation of the
validity of the participation-based public art adésign project model, Chapter 7is
designed to further support the validity of the mlod’he methodology adopted for this
purpose is expert interviews. While the validitgtten Chapter 6 was mainly focused on
the proposed model in Chapter 5, expert intervipmside a much wider perspective on
this subject, addressing many other related isstes chapter, together with a summary
of the collected contents, gives validation to itin@del and the research. The suggestions
regarding both the sustainability elements and sastainability strategy for the
participation-based public art and design projeatieh are also included in this chapter.

This section in Chapter 8, the final chapter, draasclusions from the research, based
mainly on 46 case studies, two test projects anéXidert interviews. The research is,
therefore, clearly backed up by a diverse rangexgkriences and experiments in real

situations. The conclusions are presented as fsellow
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 The Research Becoming a Breakthrough in Urban Reggan by Integrating
the Discipline with Public Art

This research acts as a pioneer in developing aehekich integrates public art with
urban regeneration. Even though the research viteeted according to the viewpoint of
culture-led urban regeneration, the utility of ttesearch can be extended into almost
every area of urban design and regeneration. Bhietcause the model suggested in the
research captures the sensual and social impactrtt have exerted in those areas. For
the purpose of capturing the impacts, this reseaeiewed hundreds of public art cases,
and selected 46 cases among them. Through comjeaeatalysis of those 46 public art

cases, the research could identify five invitagtements.

The Australian Government Report (2004),'Social attg of participation in arts and
cultural activity’ pointed out that, “while expewet the arts to have a desired social
impact is an important policy goal, many unceriamtremain in terms of the
establishment of clear links between participaiiorihe arts and other cultural activity
and social impacts desired by policymakers. Notyoate links not clear but the
mechanisms for establishing those links are paamiyerstood. In contrast, there seems to
be much evidence that such participation, whethbeireceptive or creative, increases

the quality of life and the richness of experienaeailable” (ibid: p60).

There is evidently a need and a wish for empirieaidence of the link between
participation in the arts and its correspondingitpgsimpact on society, and it is hoped
that this research has contributed in part towardsiding an answer to the issues raised

in this report.

By identifying the invitation and participation elents from 46 public art cases and the
successful execution of two test projects to whidieractions between invitation and

participation elements are applied, the researaviges a way to understand the
mechanisms for establishing clear links betweerigiaation in the arts and social

impacts desired by policy makers. As a consequeihig,research may have notable
implications for policymakers in urban design aadeneration areas who have trouble in
aiding planning, executing and managing grand soab@an design and regeneration

projects.
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 The Research Suggesting a Small Scale Urban RegememModel Able to

Prevail in the Urban Design and Regeneration ag&rend Scale Model

One of the expert interviewees, Professor Hawoanggkt KAIST made a comment
regarding the argument that the suggested modklsnmesearch and the project based on
the model could be viewed as latecomers in the afeaban design and regeneration.
The related issues are: (1) whether the projectdas the suggested model, even as a
latecomer, can compete with grand projects, whieheaecuted by property development
companies, global retail franchises or joint veesubetween public and private sectors;
(2) whether newly-emerging communities born assalteof the project can survive the
already-existing controlling social hierarchy. Hisswer, as mentioned in Chapter 7, is
that it depends upon the ‘gifted attractivenesstha latecomer. Compared to already-
existing models for urban regeneration, the suggestodel can be acknowledged to
have this ‘gifted attractiveness,” which is atttiédi to the invitation elements identified
and extracted from 46 case studies of the mostesstd public art works or projects. As
a consequence, this research provides a strataggnfiall scale urban regeneration
projects to prevail in urban design and regeneamasiceas against grand scale projects

which have dominated those areas.
» The Research Building a Bridge over the Gap betwémory and Practice

The success of the two test projects was acknowtedygacademic circles as well as by
practitioners in the area of urban and regionakmegation. The expert interviewees in
diverse disciplines, in general, confirmed the il of the participation-based public
art and design project model, and affirmed thed#gliof the model and the thesis with
enthusiasm. The overall response suggested thaxjerts appreciated the research of
the thesis as a spring-board to further acadensieareh based on experiments in real

situations.
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» The Research Suggesting an Alternative Human-Gé&niledel for Urban

Regeneration and Community Revitalisation

Many experts stated that the thesis has importaptications for paradigm shift urban
and regional regeneration, including the shift frandmark-centred to human-centred
and the shift from grand project to community-oteghsmall scale project. The research
was evaluated by Margot Bannerman at Central $4amtins as developing a fruitful and
appropriate model for alternative urban and comtyueivitalisation strategy, which was
testified to by the two test projects. Kaye Newnaariondon Metropolitan University
acknowledged the suggested model as working wellinvemaller networks, undefined
by too much legislation, where the freedom to detine needs of a project rely on the
participants rather than guidelines. The proposedahwas regarded as a new platform
for participation-based urban regeneration, witmagpotential for interdisciplinary study,
where specialists from diverse fields of knowledgrild be incorporated. HuynMee
Yang at SangMyung University stated that the Gamsject raised her awareness of the
need to develop a new evaluation tool for the psepaf evaluating and allocating funds
to the newly-emerging projects like the Gasiri Bobj thereby encouraging the

practitioners in those areas to develop partiajpabiased new projects.
» Confirmed Flexibility of Participation-based Pubfid and Design Project Model

The two test projects were executed in quite déffielenvironments. While Spitalfields is
located in London, one of the most multi-culturadtropolitan cities in the world, Gasiri
is located in Jeju Island, the unique culture ofiolwhis represented by numerous
mythologies and legends of around 18,000 gods addegses, shamanic rituals, a very
distinct mother tongue, and Haenyo(Woman Diver)-+awo who dive into the deep sea
to gather living creatures for seafood. The patinis in the Spitalfields Project,
including members of an immigrant community, had/edse social and cultural
backgrounds, while the counterparts in the Gasiojeet were members of a
homogeneous community represented by over 600’yesiwry of being an area famous
for breeding and rearing war horses. The flexypibf the model was testified to by

demonstrating its adaptability to these two entitbfferent sites and participant groups.
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* Flexibility of the Model Backed up by AlternativeiS-Models

As presented in Section 8.2.2 (Revising Model), plaeticipation-based public art and
design project model can be divided into many suwglels according to diverse
combinations of elements, including project laygmocess pattern, and flexibility of
sequence change. While the ‘single-layered lineguence’ model, or Spitalfields Model
is an adequate solution for the project constralmed tight budget and a tight schedule,
the ‘multi-layered alternative sequence’ model, Gasiri Model is preferred by the
project which can secure a sufficient budget andi@eguate timeframe. Alternatively,
other sub-models can be developed in order to maabus needs arising from the

different situations.
* QOrientation of the Model towards Site and Sociah€&wns

Basically, the participation-based public art amsign project model is devised for off-
line communities and the cultural and social backgd of the concerned community has
had associations with the specific site of theipgdtion-based project for a long time.
Therefore, it is essential for practitioners of tggpation-based public art and design
projects to respect the community’s social and ucalt background. The project’s
invitation element mix should be developed, takingp consideration the background
and related agenda. In this context, ‘seed’, aamal symbol of life, was selected as a
key invitation element, and proposed to the immg@mmunity in Spitalfields. In the
Gasiri Project, the key invitation element was $&y a symbol of the community
representing over 600 years’ history of the washdreeding accompanied by bitterness,

wars, massacres and survival.

With regard to site-specific art, there have beamntiouing heated discussions and fierce
debates. Chapter 2 (Literature Review) has alreeallected references for those
discussions and debates, which were mainly focusemiany cases, on the landmark of
the concerned site as the artwork. However, froe ghrspective of the participation-

based public art and design project model, theripyie ‘site’ rather than artwork.
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Many individual lives were positively affected suah in the example of the women in
the immigrant community, who grew the vegetablesictvhwere distributed to
Spitalfields Market, where the vegetables were latdd, and presented to spontaneous
participants to grow more vegetables. After the&imelds Project, the women decided to
learn English and other life skills. In Gasiri,ense communications were made between
and among residents and outsiders along the ‘wesehmad,” where tens of guideposts
were installed, the design of which, in turn, waptared from drawings of children
proud of their design capabilities. Story-tellirgan effective invitation element for the
community’s residents to initiate another cycle participation-based public art and
design project or other social collaborations lBntselves, thereby inviting sustainability

to the project and the community.
* Orientation of the Model towards Public Involvemanti Ownership

A report on social impacts of the arts pointed t¢hét the arts and community
development field has changed over the last thiggrs, away from focusing on the
encouragement of community members’ participatiorthie arts towards communities’
taking ‘control of their cultural direction and ddgpment’. (‘Social impacts of
participation in the arts and cultural activity (2019) quoted from ‘The Australia
Council 2000a: 28’) Even though ‘participation’tiee most important pillar of the model
in this research, the ultimate goal of the modetnsouragement of ‘communities are
taking ‘control of their cultural direction and dd@gpment.’ This stance of the model has
already been postulated in the final model in ®ect8.2.3. While participation is
initiative-sharing between artists, urban regemnenaspecialists, and the residents of the
concerned community, voluntary involvement can leadhaking new initiatives and to
ownership of newly developed projects. In the st@igavolvement and ownership, what

matters is not the artist’s brand, but communityea

During the course of, and after, the Gasiri Prgjact already-existing small pop band
composed of Gasiri residents became so well orgdras to make frequent performances

within and outside the community.
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The experiences from the test projects and thecad¥i expert interviewees indicate that
transformation from participation to involvementdaawnership critically depends on

strong interest and ‘fun’ triggered by effectiveimtion elements.

 The Research Presenting a New Model for Urban Rergéan in Emerging

Market Countries.

In the past ten years, public art and design ptejiecthe context of urban re-generation
have been planned and executed in cities and tawKerea. In the case of Seoul, the
‘City Gallery Project’ has been developed since @@ the occasion of the selected
event, ‘World Design Capital 2010’. The ‘Anyang RalArt Project’ (One of the leading
artists for the Project was Suzanne Lacy whosei@ahi work for the project is included

in the case studies in Chapter 4.) also start@®@b and has been held every 2 years as a
biennale festival in Anyang, Korea. The developmahand support for public art and
design projects for urban regeneration, as showneghis now one of city governments’

urban design strategies.

However, despite these efforts coupled with acbusiness investment and revision of
acts governing these areas, public art and desaystidl widely considered to be simply a
decorative part of urban design and regeneratiabli®®art and design in Korea is still
trying to follow more advanced countries rathemtii@coming a creative pioneer in its
own right. It still relies heavily on public art dresign programmes already established
in America and Europe. Korea is attempting to fitsdown way through trial and error,
unable to develop a programme suitable for therudravironments in the country, and
sometimes wasting budgets on one-time displays.

The research of this thesis can provide new arghfr@apetus for change in urban design
and regeneration in Korea, and perhaps in Chinaa®both these counties have a history
of imitating more well-established urban designcpicgs in America and Europe. This
thesis could not include an in-depth research ercthrent situation of urban design and
regeneration in emerging market countries. Nevitise it offers a range of exciting
possibilities for these countries to apply the aesle and the developed model to urban

design and regeneration.
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8.4 Limitations and Future Development Suggestions

This section will now focus on the limitations dfig research, while also proposing
research questions for further development. Thatpdielow are the agenda that can be

explored further after this research.

As seen in the final model (shown in Section 8,2f3) participation-based public art and
design project is successful, then the initiatifethee initial project will lead to the

outcome that community members become further vegbin arts and cultural activity
and understand more clearly their ownership of @mytinuing arts projects or cultural
activities. Some questions can be raised: What dastinability mean in this case?;

Whose sustainability is it?

Professor HawoongJeong at KAIST argues that swdigity itself is a kind of
‘controllability’ which pushes a system in a cemtaiirection. His interpretation of
sustainability may lead to another conclusion thbat matters in urban regeneration is
the continuing emergence of new communities thraihghspontaneous participation of
citizens rather than the sustainability of the cty community concerned. This
conclusion, confirming the general value of thegasjed model in the thesis, is a good
match with the initial goal of the model. The ialtigoal was that, above all, the model
should concentrate on participation itself and fasticipation should be made through
the interaction between the invitation and paragipn elements, rather than through the
sustainability of the model.

It has already been noted that many interviewepsessed a negative perception of city
branding or of the institutionalisation of the poged model, such as making periodic
festivals (one of the strategies for ensuring s$oghility of the model). Most
interviewees preferred ever-continuing autonomousergence or development of
communities through spontaneous participation ibliplart and design activities of the
residents in the city or region concerned. The gmion above indicates that
‘sustainability’ can be an evasive concept, anddlfaith in sustainability can be
problematic. It is certain that sustainability isc@tical concept which will need to be

further explored in the future.
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As revealed in the comparison of the Spitalfieldd the Gasiri Projects in Section 8.2.2,
a limitation of this thesis is that it is mainlyraposed of qualitative research with the
absence of quantitative research, particularlyemms of evaluation of the proposed
model. Relating to project evaluation and fund cdlmn criteria, Professor Yang at
SangMyung University already addressed the tas&vedldping a new evaluation tool for
the purpose of evaluating and allocating funds dwlg-emerging projects such as the

Gasiri Project.

As Professor Yang pointed out, effective evaluatawis can motivate the practitioners in
urban and regional regeneration areas to develau gwojects based on the model
suggested in this research. In addition, the tocals encourage policymakers to take a

proactive stance in terms of fund allocation.

The Gasiri Project demonstrated that the concuegatution of many sub-projects can
enhance the effectiveness of an umbrella projed. dlear that without consideration of
guantitative constraints including budget and tirttee Gasiri Model (multi-layered
alternative sequence model) is generally superothe Spitalfields Model (single-

layered linear sequence model) in terms of perfoceaffectiveness and sustainability.

However, consideration of the constraints can leadjuite different judgments. It is

natural for a multi-layered project to be preferreden though, in general, a multi-
layered project claims a bigger scale and budget ghsingle-layered project. The trade-
off between layer and scale should be considerbénvevaluating a participation-based
public art and design project. Consequently, a tiuess raised: How can the balance

between layer and scale be found?

The starting point of the participation-based pulalit and design project model is the
initiative-sharing among specialists in diversecifisnes and participants, generally
members of the community concerned, all of whomlmaconsidered stakeholders of the
project. As equal shareholding between two shadehslhas the highest failure rate in a
joint venture, a project may have a high failusk mvithout a clear leader.
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On the other hand, in case any stakeholder triegitte hegemony of the project, some
tension may be created among stakeholders, whitthamper smooth progress of the
project. Some questions are raised: (1) How to vat#ithe artist who is used to having
her or his own authority, discretion and brandnnraependent art project, but who will
lose those privileges in a participation-based qutd); (2) A flip side to the situation
suggested in the question (1) might be that, ifadigpation-based project results in
much stronger hegemony of the artists due to tbggr's dependence on the creativity
of the artists, what should be a countermeasuprdwent such a situation?; (3) How to
monitor the tension among stakeholders, if any,\@ahd monitors?; (3) Is it necessary to
develop a sophisticated monitoring scheme?; (4£abe there is tension, who intervenes
in the situation and deal with the tension?; (5)t Isecessary to develop a negotiation

procedure among stakeholders?
* New Media Potential to Address Off-line CommunitpBlems

Professor HyunMee Yang at SangMyung University psggl a totally new perspective

on community building in Korea.

Hampered by the lack of traditional off-line comntigs in urban areas which are filled
with ubiquitous apartments, in her opinion, Koreseds to take advantage of on-line
communities in creating new networks among pedplehis context, the City of Seoul

launched a project to provide off-line public spate on-line communities with a view to
encouraging cultural activities and transforminglioe communities into off-line ones.

Nevertheless, the ‘no off-line community’ problemworsening in the country which is
proud of having the highest level of mobile usagehie world. It is not unusual to see
almost everyone is looking into her or his mobit®pe screen in subway, in an off-line
meeting or even at a family dinner in a restauréhtder the condition that ‘site’ is

necessary for the continuing participation of pepphan it solve the problem to provide

an off-line ‘site’ to on-line communities or to pide open spaces to citizens?

The last message of this thesis may well be bormoin@n the main theme of the final

model —‘continuing transformation.’
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In the course of conducting case studies, buildhmgy original model, executing test

projects, carrying out expert interviews, and depglg the final model, so many diverse
and creative ideas, insights and inspirations weeeged into the research of this thesis
that the research has gone through significanstoamations. The research itself was a
participation-based project which so many pracigis, academics and people with
homogenous or multi-cultural backgrounds parti@gdaand were involved in. The road

does not end here. The research only entered thiml irstage of ‘continuing

transformation.’ It is hoped that all of particigsuin this research would share ‘ownership

of its achievement and become involved inthe furtievelopment of this research.
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Appendix 1: Expert Questionnaire

Expert Interview Questionnaire

Date:
Presented by SungHee Ahn

As a Part of Ph.D. Research
Design Innovation and Strategy
School of Engineering and Design
Brunel University

Uxbridge, U.K.

Dear:

This Expert Interview Questionnaire is devised asd of Expert Interview in the Ph.D.
thesis of Ahn, SungHee, titled ‘Participation-bagelic Art and Design Project Model
for Culture-led Urban Regeneration.’ The purpos&xybert Interview is to ask experts in
diverse disciplines to answer the open-ended aquresas to feasibility and validity of the
research and the ‘Participation-based Public Ad Besign Project Model’ which was
developed in this research and tested by two tegjeqis. The Questionnaire also
includes the questions as to sustainability of Mudel. The summary of Ph.D. thesis
below presents the core contents of the reseanathd¥ detailed information will be

provided in case requested by each expert.

Title of Thesis: Participation-based Public Art and Design Project M odel
for Culture-led Urban Regeneration

Summary of PhD Thesis

Though the art has played a critical role in urdasign and regeneration for a long time,
it is very recent that, after these disciplines|donot effectively tackle the problems
inherent in ever-accelerating worldwide urbanizatidhe specialists in these fields
consider a radical idea of giving the initiativetbése fields to the art. Nevertheless, the
idea has not been tested and validated in the éhealr perspective of urban design and
regeneration, let alone being formulated into atéical model. The research in this
thesis was carried out to test, validate and foateuh model for the idea.
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The first step of model development was to unctersecret of the art: How can the art
attract people? Through the analysis of 46 senmuhblic art cases having common merit
of inducing people to participate in the art workperformance, this research identified 5
elements attracting people (Invitation Elementsissal invitation; experience-oriented
invitation; site-specific intervention; emotionahvitation of storytelling; ownership-
related program) and 4 participation behavior pastgParticipation Elements: sensual
participation; active participation; artistic invement;exchangeinvolvement) (ref. Figure
A-1 below).

Based on the interactions between Invitation andiddaation Elements, a model was
formulated — ‘Participation-based Public Art andsi@e Project Model’ (the Model). To
harness the attractiveness, creativity and diweddithe art as a driving but reliable force,
it is necessary to merge a proven public desiggepr@rocess into the Model as a
practical framework.

The hypothesis underlying the Model is that, if amgmber of a community participates
in the ‘Participation-based Public Art and Desigojéct’ (the Project), then, there could
be autonomous transformation among community mesnber. transformation from a
passive spectator to a proactive participant. Atrttoment any member of the concerned
community spontaneously participates in the Projéetinitiative of the Project is shared
between the artist/designer and the participant &bent is called ‘Initiative-Sharing’ in
the Model. After the ‘Initiative-Sharing,” the nettinsformation will happen by the first
participant affecting other members of the concgro@mmunity. In the course of these
transformations, the artist/designer who planneti@tecuted the initial Project could be
still involved in the transformation process. Bagmetime after the initial transformation,
the transformation process will continue autonorhpasong the community members
without involvement of the artist/designer. The tomng autonomous transformation is
described in Figure A-2 below.

The continuing autonomous transformation is supgptsde dependent upon interactions
between Invitation and Participation Elements. &@mmple, ownership-related program
can play a critical role in encouraging the comrumembers to initiate their own

Project and be actively involved in the new Projests a result, each pattern of
participation (‘Participation Element’) could happeThe continuing autonomous

transformation can be regarded as a critical ewideor sustainability of the Model.

Another evidence of sustainability of the Model kbwbe increase of links and

relationship among and community members and betwee community and the outer
world.

For the validation of the Model, two questions weised: (1) Is the Model effective in

generating immediate spontaneity from passive sparstthereby transforming them into
proactive participants in the art and culturahagt?; (2) Is the Model sustainable?
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The validity tests are conducted through execubibtest projects and expert interviews.
Two test projects were planned and implemented pitalelds in London, UK and

Gasiri in Jeju Island, Korea, under contrasting iemments and conditions: multi-
cultural vs homogeneous communities; tight vs carupaely sufficient budget and

timeframe; single project and linear sequence vstitsub-projects and alternative
sequences. If both projects are to be successbiguted, it will testify to the flexibility

of the Model. The interviews with experts in diverdisciplines will be carried outin
London, Seoul, and Jeju Island mainly in personl, @ternatively via e-mail and phone
communications.

Participation and Invitation Element fortheModel

Sensual
Invitation Sensual
Participation

P-S

Experience
oriented
Invitation

Active
Participation

" Ownership Participation-based S
nvitation -0 related . Participation
Element Group Programme Public Element Group

9 Art&Design

Artistic
Involvement

Site Specific
Intervention

I-SS

Exchange
Involvement P-E

Emotional
Invitation of
Storytelling

I-ES

Participation and Invitation Element forthe Model
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The Model of Thesis

Feedback
to the Transformation
Element Group

Site
Specificity

Participant 1
Participant 2

Synthetic

Invitation

Participant 1-1
Participant 2-1

Artistic
Involvement,

Feedback
to
Participant 2

Experience

Transformation

—

The Participation-based Public Art & Design Project Model
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Questionnaire

® Question 1. On the Validity of the Research and of the Participation-
based Public Art and Design Project Model

® \What do you think about this research subject, in terms of validity?
® Do you think the model presented in this research has validity?

® Question 2: On the Sustainability of the Participat  ion-based Public Art
and Design Project Model

® \What are the elements which establish the sustainability of the participation-
based public art and design project model?

e Can you suggest any further research which could support the sustainability
of the proposed model?

® If there’s any other suggestion, please introduce.

Thank you very much.
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Appendix 2 Case Study Analysis (Case Study01-46)

* Project title : What's Your Favourite Colour? (Case Study 02)
Artist or Designer : Roy McMakin

Location : The La Jolla wall at 7596 Eads Ave, U.S.A

Status of work (Duration) : Temporary Installation

Project description : The artist filled up mosaic wall with local pdes favourite
colours. The artist’s intention is to simply findtgpeople’s favourite colours and refresh
their memory and emotion felt as a child. The senpdea of displaying colour

preferences also presents a way to show diffedemitities in the society.

Project Analysis by Tool Model

Invitation Elements

Case StudyExample 02 Analysis

Filling up the wall with favourite colours of locpkeople Sensual Invitation

It is made up by selected colours Ownership related

Programme
The side wall of buildings Site Specificity
Intervention
Participation Elements
Case StudyExample 02 Analysis

Providing the materials for making artwork

. Artistic Involvement
(favourite colour)
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Analysis Result : Invitation & Participation Diagram of Case Study Example
02 . What's Your Favourite Colour?

Sensual
Invitation Sensual

¢ N Participation
1
1
' oriented
\ . ¢
s, Invitation
A

Active
Participation

Ownership
related
Programme

Artistic
Involvement

Site Specific
Intervention

1
1
1
aemmd
.
’ ~
¢, ~

’ AY

! Emotional *\
Invitation of ;
. Storytelling /

Exchange
Involvement

_————

A}
A
.

_____

Example 02. What's Your Favorite Color?

Figure A-01Case Study Example 02. What's Your FaveColour?
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* Project title : One and Other (Fourth Plinth Project) (Case Study 04)
Artist or Designer: Antony Gormley

Location: Trafalgar Square, London, U.K

Status of work (Duration) : Temporary living sculpture

Project description: The artist provided a platform where people casepon the
platform becoming a part of work. The artist's ided make a person’s body to become
a metaphor, a symbol. The society can reflect wardity and their positions in everyday

life.

Project Analysis by Tool Model

Invitation Elements

Case Study Example 04

Analysis

Live sculptures of people

Sensual Invitation

Different gestures of people become new artwork

Experience oriented

Invitation
Becoming a part of artwork OWSerSh'p related
rogramme
The sculpture of Trafalgar Square Site Spec_:|f|c
Intervention
Participation Elements
Case Study Example 04 Analysis

People can make sound as the artwork or listen veatch
the artwork as the audience

Sensual Participation

Making different gestures or poses

Active Partitgra

Participating in the making new artwork
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Analysis Result : Invitation & Participation Diagram of Case Study Example04.
One Other (Fourth plinth project)

Sensual
Invitation Sensual
Participation

Experience

oriented

Invitation
Active

Participation

Ownership
related
Programme

Artistic
Involvement

Site Specific
Intervention
Exchange
Involvement

Example 04. One and Other(Fourth Plinth Project)

Figure A-02Case Study Example 04. One Other (Faulitith project)
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* Project title : Fountain(Case Study 05)
Artist or Designer :Jeppe Hein
Location : Southbank Royal Festival Hall, London, U.K

Status of work (Duration) : Temporary Art Work became Public Space Desigtdse
of popularity)

Project description : Number of people run and shout in the shootiragew fountain
which feels like a playground located in front afllh The concept of a fountain is to
interact with people in their lives. The artistigrpose is to attract people with a sculpture

that is familiar, yet refreshing and inviting.

Project Analysis by Tool Model

Invitation Elements

Case Study Example 05 Analysis

The fountain looked like a playground located wnfrof hall

doesn’t seem to hold any authority of artwork Sensual Invitation

Shooting streams from the fountain and the sound Experience oriented

Invitation
The fountain is located in South Banker where maagple Site Specific
congregate Intervention
Participation Elements
Case Study Example 05 Analysis
People shout when water touches Sensual Partmipati
Running inside and outside of the fountain Actiatieipation
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Analysis Result : Invitation & Participation Diagram of Case Study Example

05.Fountain
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Invitation Sensual
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Invitation
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_____

Example 05. Fountain

Figure A-03 Case Study Example 05. Fountain
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* Project title : Test Site (Case Study 06)
Artist or Designer :Carsten Holler
Location : Tate Modern, London, U.K

Status of work (Duration) : Temporary Installation

Project description : Someone wait for sliding and others enjoy shidand shouting in

the museum. Up to date, Holler has installed siallen slides in other galleries and

museums, but the cavernous space of the Turbinleofiails a unique setting in which to

extend his vision. Yet, as the title implies, hesé& as a prototype for an even larger

enterprise, in which slides could be introduceadssiondon, or indeed, in any city.

Project Analysis by Tool Model

Invitation Elements

Case Study Example 06

Analysis

The installation of rides

Sensual Invitation

People get on the line for slides and enjoy

Experience oriented

Invitation
The site specificity of the museum Site Speglflc
Intervention
Participation Elements
Case Study Example 06 Analysis

Shouting (excitement)

Sensual Participation

People ride/slide
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Analysis Result : Invitation & Participation Diagram of Case Study Example
06.Tate Site

Sensual
Invitation Sensual
Participation

Experience
oriented
Invitation

Active
Participation

Site Specific
Intervention

Example 06. Tate site

Figure A-04Case Study Example 06. Tate Site
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» Project title : Garden in Transit (CaseStudy 07)
Artist or Designer : Ed Massey

Location : New York, U.S.A

Status of work (Duration) : Temporary Art Work became Public Space Desigrdbse

of popularity)

Project description :People filled up the outlines of artist's drawimgth various of

colours. These paintings were put on the taxis @wNork. The involvement of local

people and their efforts symbolizes the city arelftace they live in. Every paintings on

the taxis represent the community.

Project Analysis by Tool Model

Invitation Elements

Case Study Example 07

Analysis

Painted on the taxis

Sensual Invitation

People filled up the colours together

Experience oriented
Invitation

Participating in a part of painting artwork(process

Ownership related

Programme
Many numbers of skyscrapers in New York and itslsgim Site Specific
of New York taxis Intervention
Participation Elements
Case Study Example 07 Analysis

Participating in making artwork by painting togethe
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Analysis Result : Invitation & Participation Diagram of Case Study Example

07.Garden in Transit

Sensual
Invitation

Experience
oriented
Invitation

Ownership
related
Programme

Artistic
Involvement

Site Specific
Intervention

Example 07. Garden in Transit

Figure A-05 Case Study Example 07. Garden in Ttansi
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* Project title : Shalechet (Fallen Leaves) (Case Siy 08)
Artist or Designer :MenasheKadishman

Location : Jewish Museum, Berlin, Germany

Status of work (Duration) : Temporary Installation

Project description: Walking on the artwork laying down in the Jewislhseum, people
can feel the materials, forms and the sound of@kwthus experiencing the sorrow of
the Jewish history.

Project Analysis by Tool Model

Invitation Elements

Case Study Example 08 Analysis

Installed the artwork on the floor to walk on ratbe the wall

. Sensual Invitation
or in the space

Art work is created with sonic materials and forms Experience oriented

Invitation
Because of Jewish museum Site Spec_:|f|c
Intervention
, . : Emotional Invitation of
Metaphor related in story of the dying Jewish peopl Storytelling
Participation Elements
Case Study Example 08 Analysis
Step on the artwork and listen to the sound SerBanicipation
Step on the artwork as people keep walking Actiagi€ipation
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Analysis Result : Invitation & Participation Diagram of Case

Example08.Shalechet (Fallen Leaves)
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Invitation Sensual
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Example 08. Shalechet-Fallen Leaves

Figure A-05 Case Study Example 08. Fallen Leaves
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* Project title : Shooting Back Project (Case Study9)
Artist or Designer : Jim Hubbard

Location : U.S.A

Status of work (Duration) : Temporary Installation

Project description : Jim Hubbard created Shooting Back, an orgamnatiedicated to
empowering children at risk by teaching them phaipfgy. By teaching children how to
take photos and being a part of artwork, they skwsvreflection of their views toward

the world in pictures.

Project Analysis by Tool Model

Invitation Elements

Case Study Example 09 Analysis

Homeless children become interested in photography| Experience oriented
which was taken themselves Invitation

Homeless children participated in workshop Ownership related

Programme
That workshop helped children to interact and ptedithe | Emotional Invitation of
skills that change the world Storytelling
Participation Elements
Case Study Example 09 Analysis
To participate in workshop Active Participation
To take some pictures and exhibit at the galleries Artistic Involvement
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Analysis Result : Invitation & Participation Diagram of Case Study
Example09.Shooting Back Project

Sensual
Participation

Experience

oriented

Invitation
Active

Participation

Ownership
related
Programme

Artistic
Involvement

Emotional
Invitation of
Storytelling

Example 09. Shooting Back Project

Figure A-06 Case Study Example 09. Shooting Baclelet
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* Project title : San-O-house (Case Study 10)
Artist or Designer : Edwin van der Heide
Location : Son en Breugel, Netherlands

Status of work (Duration) : Temporary Installation

Project description : Son-O-House is an architectural environment thralvides an

interactive sound. The artwork itself invites peopiside and the structure makes sounds

by sensors picking up movement of people. The geeérsounds changes as people

move around and it becomes a part of artwork whmmeple participate in creating

different sounds.

Project Analysis by Tool Model

Invitation Elements

Case Study Example 10

Analysis

The changes of sound by the movement of people

uakhmsyitation

People’s reaction to the changes of sound by theement

Experience oriented

Invitation
Changes of movement in the space Site Spe(.:'f'c
Intervention
Participation Elements
Case Study Example 10 Analysis
Listen to the sound and the movement Sensual Ppatiicn

Different sounds, different movements
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Analysis Result : Invitation & Participation Diagram of Case

Example10.Son-O-House
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Example 10.Son O house

Figure A-07 Case Study Example 10. Son-O-House
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* Project title : Aeolus Acoustic Wind Pavilion (CaseStudy 11)

Artist or Designer : Luke Jerram

Location : Media City, London U.K

Status of work (Duration) : Temporary Installation

Project description :Aeolus is a giant stringed musical instrument, amoustic and

optical pavilion designed to make audible the simfting patterns of the wind and to

visually amplify the ever changing sky. The sculptis a tool of interaction with people

as they try to interpret the sounds around them.

Project Analysis by Tool Model

Invitation Elements

Case Study Example 11

Analysis

Sound of nature and engineered structure

Senstitdtion

Wind change the sound through the vibration

Experience oriented

Invitation
winay space e
Participation Elements
Case Study Example 11 Analysis
Listen the sound through strings and pipes Serandicipation
Move around the artwork to listen to the sound yefParticipation
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Analysis Result : Invitation & Participation Diagram of Case Study Example
11.Aeoulus
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Example 11. Aeolus

Figure A-08 Case Study Example 11. Aeoulus
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* Project title : Path (Case Study 12)

Artist or Designer :PawelAlthamer

Location :Munster, Germany

Status of work (Duration) : Temporary Installation

Project description :The path, just less than 1 kilometre long anéted out of the city,
leads through meadows and fields. It abruptly enddhe middle of a field of barley.
Sudden ending of the path makes visitors decide thadeal with the situation. The idea
came from the artist's observation on people’sliedience to regulation represented

by guideposts.

Project Analysis by Tool Model

Invitation Elements

Case Study Example 12 Analysis

New path invites people. Sensual Invitation

Experience oriented

New path is explored by people. Invitation

Site Specific

The path is just less than 1 kilometre long. Intervention

Emotional Invitation of

It can be a small adventure for people to exploesgath. Storytelling

Participation Elements

Case Study Example 12 Analysis

Walkingalong the path, people see landscape ataah lie

) Sensual Participation
diverse sounds.

People walk along the path which is just less th&iometre

Active Participation
long.
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Analysis Result : Invitation & Participation Diagram of Case Study Example12.Path
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Figure A-09 Case Study Example 12. Path
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* Project title : Welcome (Case Study 13)
Artist or Designer: Alex Chaves

Location : New York, U.S.A

Status of work (Duration) : Temporary Installation

Project description : People can make different patterns with cups lzottles that are
filled with different colours. They can arrange gbebottles and cups to create different

shapes and patterns. In this process, people beaqar of artwork.

Project Analysis by Tool Model

Invitation Elements

Case Study Example 13 Analysis

Draw different patterns with cups and bottles @illgith

colours on the ground of the park Sensual Invitation

Provide various colours of cups and bottles toreyea Experience oriented
what people want Invitation

People participate in making artwork Ownership related

Programme
Crowded New York park ﬁ:tzsepgggi:
Participation Elements
Case Study Example 13 Analysis
Move around to arrange and connect the patterns sug@eRarticipation

People can select their own colours and arrange theheir

Artistic Involvement
way
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Analysis Result : Invitation & Participation Diagram of Case Study

Examplel3.Welcome
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Example 13. Welcome

Figure A-10 Case Study Example 13. Welcome

284



* Project title : The Future Phenomena Project (Cas&tudy 17)
Artist or Designer: Amanda Browder

Location:Brooklyn, New York, U.S.A

Status of work (Duration) : Temporary Installation

Project description: The involvement of community and volunteers cartdd this
project. The artist gathered all the clothes dahde local people and brought people

together to make artwork. This project symbolizesefforts of local community.

Project Analysis by Tool Model

Invitation Elements

Case Study Example 17 Analysis

Patterns used from people’s old clothes Sensudhtion

Local people gathered and sewed the materialsdijgblves Experience oriented

Invitation
New York city where many different races live ﬁ}itgsgﬁggi:
Participation Elements
Case Study Example 17 Analysis
Local people sewed and created artwork Active Eipgtion

All the materials used to make artwork was donated

Artistic Involvement
by local people
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Analysis Result : Invitation & Participation Diagram of Case

Examplel7.The Future Phenomena Project
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Example 17.The Future Phenomena Project

Figure A-11 Case Study Example 17. The Future Piena Project
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Project title : Career Path (Case Study 18)

Artist or Designer : Candy Chang

Location :Turky, Finland

Status of work (Duration) : Temporary Installation

Project description :The meaningful project about dreams goes witlhegel passer by

students. In the blank, each English and Finnitlerlare written 'When | was young, |

want to become ." and 'Today, | want to become _.’ The project lettering by chalk

gives the chance to think about future of less natgoung age. For reference, the

painted spray on the road is the temporary sprdlgatat would remove soon.

Project Analysis by Tool Model

Invitation Elements

Case Study Example 18

Analysis

Wrote letters on the road

Sensual Invitation

Wrote about memories and hopes from youth

Experience oriented
Invitation

Own letters (answer) become the part of artwork

Ownership related

Programme
Pedestrian road Site Speglflc
Intervention
Participation Elements
Case Study Example 18 Analysis

Writing the letter

Active Participation

Passer by participate in work by writing
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Analysis Result : Invitation & Participation Diagram of Case Study
Examplel8.Career Path
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Example 18. Career Path

Figure A-12 Case Study Example 18. Career Path
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* Project title : Circumstance Project (Case Study 1P

Artist or Designer: Duncan Speakman

Location: Cambridge, U.K

Status of work (Duration) : Temporary Project

Project description: Temporary Project

Project description: When visiting the city around, people receive th&ormation

through recorded sound. This helps people to utataisthe specific place they visit.

With the combination of art, sound and the perfaroea this portable hearing device will

attract people to different sites.

Project Analysis by Tool Model

Invitation Elements

Case Study Example 19

Analysis

People can tour the city with the explanation afcgk

Sensual Invitation

Helps people to visit and experience the city

Experience oriented

Invitation
Foreign country/first time visit Site Speglflc
Intervention
Participation Elements
Case Study Example 19 Analysis

Hear the explanation of places

Sensual Participatio

Listen while walking around the city
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Analysis Result : Invitation & Participation Diagram of Case

Example19.0Our Broken Voice

Sensual
Invitation Sensual
Participation

Experience
oriented
Invitation

Active
Participation

RS

. ~
. N
, .

4 \
/ Ownership
I 1
| related  Siniaie
\} I
', Programme
A Y /7

Artistic
Involvement

. . .
Site Specific :
Intervention Lammmde

3 <
’

! Emotional
Invitation of ;
. Storytelling /

A}
A

N

Exchange
Involvement

-

~

_____

Example 19. Our Broken Voice

Figure A-13 Case Study Example 19. Our Broken Voice
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* Project title : Sway’ d (Case Study 20)

Artist or Designer : Daniel Lyman

Location :Salt Lake City, Utah, U.S.A

Status of work (Duration) : Temporary Installation

Project description : As grass and trees move in the wind, the dmastinstalled nylon
sticks in regular distance in the city. When peamene to the site, they can bend and
move the sticks to create different forms and sbag@yone can take an active role

creating the movements and become a part of artwork

Project Analysis by Tool Model

Invitation Elements

Case Study Example 20 Analysis

Moving sticks Sensual Invitation

Moving the sticks freely to make shapes Experience oriented

Invitation
Crowded city vacant lot ﬁ}itgrsgﬁggi:
Participation Elements
Case Study Example 20 Analysis
Touch and feel the sticks Sensual Participation
Hang out in the space, create different shapes vAE&articipation
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Analysis Result : Invitation & Participation Diagram of Case
Example20.Sway’d
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Example 20. Swayd

Figure A-14 Case Study Example 20. Sway'd
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* Project title : Mixrice (Case Study 21)

Artist or Designer :Cho Jieun

Location : Anyang, Korea

Status of work (Duration) : Temporary Installation

Project description : Emigrant workers learned how to handle the vits and the
artists lets them create their own movie by thewesel These emigrant workers reflect
their stories in the film with their point of viewand the movie eventually points out

opinions of minority and their everyday life in &gn country.

Project Analysis by Tool Model

Invitation Elements

Case Study Example 21 Analysis

Workers become the main characters Sensual lrodtati

Experience oriented

Discuss each other to create their own movie L
Invitation

Ownership related

Participate and being a part of making process Programme

Emigrant workers’ lives in Korea and their relasbips Emotional Invitation of

Storytelling
Participation Elements
Case Study Example 21 Analysis
Discuss about the movie Active Participation

Film, edit and display the movie (whole process)

Artistic Involvement
by themselves
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Analysis Result : Invitation & Participation
Example21.Mixrice

Experience
oriented
Invitation

Active
Participation
Ownership
related
Programme

5 il

Artistic
Involvement

Emotional
Invitation of
Storytelling

Example 21. Mixrice

Figure A-15 Case Study Example 21. Mixrice
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* Project title : Piano Stairs (Case Study 22)
Artist or Designer : The Fun Theory

Location : Stockholm, Sweden

Status of work (Duration) : Temporary Installation

Project description :As people walk on the steps, they make piano&oBy making the
steps into a piano sound installation, people exlaid use steps more than the escalator.
The experience of using steps is turned into soimgtspecial when they hear the piano

sound.

Project Analysis by Tool Model

Invitation elements

Case Study Example 22 Analysis

The steps make piano sound Sensual Invitation

Make people to use steps more than escalator Experience oriented

Invitation
A place where escalator and normal steps coexist ﬁ}itgsgﬁggi:
Participation elements
Case Study Example 22 Analysis
Steps make piano sound Sensual Participation
Use steps more than escalator Active Participation
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Analysis Result : Invitation & Participation Diagram of Case Study Example
22.Piano Stairs
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Example 22. Piano Stairs

Figure A-16 Case Study Example 22. Piano Stairs
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* Project title : The Great Wall (Case Study 23)
Artist or Designer : Judy Baca and SPARC
Location : LA, U.S.A

Status of work (Duration) : Temporary Installation

Project description : The artist group, SPARC, and 200 of differentiabteenagers
gathered together to create a 600 meter frescdipguwith their own ideas. In order to
create this mural, they communicate and share tvair stories by reading a literature

and listen to the book.

Project Analysis by Tool Model

Invitation Elements

Case Study Example 23 Analysis

Experience the relationship between democracy egnd a| Experience oriented
planning and making Invitation

Includes teenagers’ ideas Ownership related

Programme
A huge wall Site Spe(_:lflc
Intervention
Participation Elements
Case Study Example 23 Analysis

Need good communication and discussion to crepterding Active Participation

Participate in making artwork and giving their idea Artistic Involvement
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Analysis Result : Invitation & Participation Diagram of Case Study Example
23.The Great Wall
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Example 23.The Great Wall

Figure A-17 Case Study Example 23. The Great Wall
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* Project title : Vietnam Veterans Memorial (Case Staly 24)
Artist or Designer : Maya Lin

Location : Washington, D.C, U.S.A

Status of work (Duration) : Temporary Installation

Project description :Victims’ names of war are carved on the memanahument. The
black granite reflects people’s faces as they thigitmonument. People can appreciate the

names carved on by touching and rubbing the cdetest.

Project Analysis by Tool Model

Invitation Elements

Case Study Example 24 Analysis

The difference from normal memorial monument ig tha

. . - Sensual Invitation
it allows walking activity

Touch and feel the engraved letters Experience oriented

Invitation
Placed in the middle of Lincoln Memorial and Site Specific
Washington Monument Intervention

The connection between contemporary people and | Emotional Invitation of
the victims of war Storytelling

Participation Elements

Case Study Example 24 Analysis
Reflection of faces and engraved letters on theigra Sensual Participation
Touch the letters Active Participation
Take a rubbing Exchangelnvolvement
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Analysis Result : Invitation & Participation Diagram of Case Study Example
24 Vietnam Veterans Memorial

Sensual
Invitation Sensual
Participation

Experience
oriented
Invitation

Active
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Site Specific
Intervention
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Emotional
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Storytelling

Example 24.Vietnam Veterans Memorial

Figure A-18 Case Study Example 24. Vietnam VeteMemorial
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* Project title : The People’s Choice (Case Study 25)
Artist or Designer : Group Material

Location : Lower Eastside, New York U.S.A

Status of work (Duration) : Temporary Installation

Project description : The members went door to door on their block{1Street), and
asked each household to donate a valuable posse$siese items collected from local

people represent different values and stories abeutommunity.

Project Analysis by Tool Model

Invitation Elements

Case Study Example 25 Analysis

Ownership related

To donate valuable possessions of them
Programme

It wasn't so much that they wanted "art," as amghwith Emotional Invitation of
"sentimental, cultural value." Storytelling

Participation elements

Case Study Example 25 Analysis
To donate and to visit Active Participation
Their possessions can be artworks Artistic Involgam
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Analysis Result : Invitation & Participation Diagram of Case

Example25.The People’s Choice
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Example 25. The People’s Choice

Figure A-19 Case Study Example 25. The people’ségho
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» Project title : The Crystal Quilt (Case Study 26)
Artist or Designer :Suzanne Lacy

Location :Minnesota, U.S.A

Status of work (Duration) : Temporary Installation

Project description : The women sat and discussed their lives, evanyminutes they
changed the placement of their arms on the tabies altering the quilt’s pattern when
seen from above. The crystal quilt pattern seewvealmonly a symbol of women'’s lives

and the public perception of old women.

Project Analysis by Tool Model

Invitation Elements

Case Study Example 26 Analysis

Experience oriented

Make different patterns for themselves o
Invitation

Ownership related

Being a part of artwork Programme

Participation Elements

Case Study Example 26 Analysis

People discuss about their lives and every ten t@sntiney

change the placement of their arms on the tables Active Participation

Their movement alter the quilt’s pattern Artistivolvement
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Analysis Result : Invitation & Participation Diagram of Case

Example26.Crystal Quilt

Experience

oriented

Invitation
Active
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Ownership
related
Programme

Artistic
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Example 26. Crystal Quilt

Figure A-20 Case Study Example 26. Crystal Quilt
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* Project title : Zone (Case Study 27)

Artist or Designer :Mark Wallinger

Location :Munster, Germany

Status of work (Duration) : Temporary Installation

Project description :When walking through town, passers-by will crdss thread many
times but only notice the work if they look up tawds “higher things.” The intention of
artist is to let people realize how some thingsigmered and unconsciously hidden from

their views toward the society.

Project Analysis by Tool Model

Invitation Elements

Case Study Example 27 Analysis

There were threads out of sight Sensual Invitation

Experience oriented

The intention of artist is only revealed when pedpbk up Invitation

Site Specific

Artist installed the artwork in resident’s walkways X
Intervention

A question about the control and violation of adoiy areas Emotional Invitation of

Storytelling
Participation Elements
Case Study Example 27 Analysis
Only noticeable when people look up Sensual Ppetmn
There are boundaries, but people pass them uncus$gi Active Participation
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Analysis Result : Invitation & Participation Diagram of Case Study

Example27.Zone
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Figure A-21 Case Study Example 27. Zone
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* Project title : Before | die (Case Study 28)
Artist or Designer :Candy Chang

Location : New Orleans, U.S.A.

Status of work (Duration) : Temporary Installation

Project description :Transforms neglected spaces into constructives evieere we can
learn the hopes and aspirations of the people draanThe artist created a public space

into a chalkboard where people can participatergating artwork with their ideas and

opinions.

Project Analysis by Tool Model

Invitation Elements

Case Study Example 28

Analysis

Writing down their hopes and aspirations

Sensuatdtion

Completing the blank

Experience oriented
Invitation

What they write becomes the artwork

Ownership related

Programme
The annoyance of dirty wall becomes urban artwork Site Speglflc
Intervention
Participation Elements
Case Study Example 28 Analysis

Chalkboard, chalks and blank make them to partieipa

Sensual Participation

All blanks were filled out by people

Active Parpaition

Tempt people to complete the blanks
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Analysis Result : Invitation & Participation Diagram of Case

Example28.Before | die

Sensual
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Example 28. Before | die

Figure A-22 Case Study Example 28. Before | die
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* Project title : Play Me, I'm Yours (Case Study 29)
Artist or Designer : Luke Jerram

Location : New York, U.S.A

Status of work (Duration) : Temporary Installation

Project description :In the installation, 60 donated pianos were cdldly painted by
local artists, then distributed in different spot$iese colourfully painted pianos attract
people. These pianos act as a bridge to peopledple.

Project Analysis by Tool Model

Invitation Elements

Case Study Example 29 Analysis

A piano placed in the centre of city Sensual Irtiota

People can play the piano Experience oriented

Invitation
The centre of New York where many cars and builsling Site Specific
are crowded Intervention
Participation Elements

Case Study Example 29 Analysis

Passer by will listen to the sound of piano SenBuaalicipation
Playing the piano Active Participation

The colourful piano attracts people to play thenpia Artistic Involvement
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Analysis Result : Invitation & Participation Diagram of Case

Example29.Play Me, I'm Yours

Sensual
Invitation Sensual
Participation

Experience
oriented
Invitation

Active
Participation

Artistic
Involvement

Site Specific
Intervention

Example 29. Play Me, I'm Yours

Figure A-23Case Study Example 29. Play Me, I'm Your
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* Project title : Participation Park (Case Study 31)
Artist or Designer :Baltimore Development Cooperative
Location : Baltimore, U.S.A

Status of work (Duration) : Temporary Project

Project description : An on going public art project and activist iative started in 2007.
The artist tried to create a urban farm, kitched amany other spaces that serve the

community. The artist hopes to bring the commuasgyne.

Project Analysis by Tool Model

Invitation Elements

Case Study Example 31 Analysis
The artist created the space and fulfilled theadseand desira  =XPE'IENCce oriented
Invitation
The artist ensured that people had right to pawdie in Ownership related
the city and the area where they live Programme
A farm where privatization hasn’t took over Site Speglflc
Intervention
Participation Elements
Case Study Example 31 Analysis
Appearance of the urban farm Sensual Participation

People participated in using space and assertrigbirabout

the urban area Active Participation

People respond their needs and desires Artistimlement
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Analysis Result : Invitation & Participation Diagram of Case

Example31.Participation Park
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Example 31. Participation Park

Figure A-24 Case Study Example 31. Participatiork Pa
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* Project title : A Rooftop Rice Field at Byuri Schod (Case Study 32)
Artist or Designer :MarjeticaPot

Location : Anyang, Korea

Status of work (Duration) : Temporary Project

Project description : Rainwater from the roof of a pavilion on top the building is
collected in a water tank. It is used for irrigatithe rooftop rice field and flushing the
toilets on the building's top floor. The rice figkl cultivated by students, and the rice is
used for student meals at the school. Growing @wisfood is an important part of city
life in Anyang, but it is not a practice that iscognized by the municipal planning
authorities. The project's aim is to create greatesareness about sustainable water use
and the importance of re-localizing food systemsetauild the city's self-sufficiency in
food provision. The project is a part of citizeafforts to persuade the municipality to

provide free, organically grown food for all stutem Anyang.

Project Analysis by Tool Model

Invitation Elements

Case Study Example 32 Analysis

Experience oriented

Expect to have more residents’ participation o
Invitation

Ownership related

Local people can build by themselves Programme

Site Specific

A specific area where water has to be sustained X
Intervention
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Participation Elements

Case Study Example 32 Analysis
People construct and remodel the area Active Haation
They only need sunlight and the rain Artistic Inverhent

Analysis Result : Invitation & Participation Diagram of Case Study Example32.

A Rooftop Rice Field at Byuri School

Experience
oriented
Invitation

Active
Participation

Ownership
related
Programme

Artistic
Involvement

Site Specific
Intervention

Example 32. A Rooftop Rice Field at Byuri School

Figure A-25 Case Study Example 32. A Rooftop Rieddrat Byuri School
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* Project title : Fluids (Case Study 33)

Artist or Designer : Allan Kaprow

Location : Los Angeles, U.S.A

Status of work (Duration) : Temporary Installation

Project description : “Fluids” is an art project, which tears down thealls of

Contemporary art and its features. The artist wdtls of rectangular blocks of ice in

Pasadena and 20 other cities in LA with the sponédios Angeles County Museum of
Art(LACMA). The size of 30 x 10 x 8 foot tall icealls were constructed throughout the

city

Project Analysis by Tool Model

Invitation Elements

Case Study Example 33

Analysis

Built the walls of ice blocks in 20 cities in LA.

eBsual Invitation

\Volunteers, local people and visitors can enjoyatte/ork

Experience oriented

Invitation
The artwork is built in the city instead of museuvtany Site Specific
people can easily access to the work and enjoy Intervention
Participation Elements
Case Study Example 33 Analysis

People can touch and watch the ice blocks melt.

nsi&d Participation

People can touch the walls of ice blocks.

ActivetiBigation

Volunteers and people spent 3 days to build théswal
of ice blocks.
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Analysis Result : Invitation & Participation Diagram of Case
Example33.Fluids
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Example 33. Fluids

Figure A-26 Case Study Example 33. Fluids
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» Project title : Touch Sanitation (Case Study 34)
Artist or Designer :MierleLadermanUkeles
Location : New York, U.S.A

Status of work (Duration) : Temporary Installation

Project description : She followed the city's sanitation workers tartk each of them
personally and to use art to put their everydagraley work into the spotlight of public
attention. This performance not only portrays pespberception of service of workers,

but also the important relationship between théucelland maintenance.

Project Analysis by Tool Model

Invitation Elements

Case Study Example 34 Analysis
By shaking hands, every sanitation workers becoperteof Ownership related
artwork Programme
A city where population is concentrated/ more tessh Site Speglflc
Intervention
Participation Elements
Case Study Example 34 Analysis
Hand shake and Greet Active Participation
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Analysis Result : Invitation & Participation Diagram of Case

Example34.Touch Sanitation
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Example 34. Touch Sanitation

Figure A-27 Case Study Example 34. Touch Sanitation
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* Project title : The New Charleston (Case Study 35)

Artist or Designer : Houston Conwill, Estella ConwillM&jozo, JosepbRace
Location: Avery Research Centre Charleston, U.S.A

Status of work (Duration) : Temporary Installation

Project description: The team traced themes of African-American hgeataver the last
decade, re-telling this history in the form of di@gmatic floor drawings. The interaction
between the diagram and people comes from the stiagheling of history, music and the

dance of traditional African culture.

Project Analysis by Tool Model

Invitation Elements

Case Study Example 35 Analysis

A cosmogram on the gym'’s floor Sensual Invitation

. Experience oriented
Traveling along the cosmogram

Invitation
The Avery Research Centre for African-Americans Site Speglflc
Intervention
Artists traced themes of African-American heritager Emotional Invitation of
the last decade, re-telling this history Storytelling
Participation Elements
Case Study Example 35 Analysis
Traveling and dancing along Active Participation
Visitors travel along the route as learning dances Artistic Involvement
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Analysis Result : Invitation & Participation Diagram of Case

Example35.The New Charleston
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Figure A-28Case Study Example 35. The New Chantesto
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* Project title : The 7,000 Year Old Woman (Case Stugl36)
Artist or Designer: Betsy Damon
Location: New York, U.S.A

Status of work (Duration) : The artist wanted to transform the public sphgeautterly
disrupting the expected role of women. The artispldyed distracting and disturbing
performances in the street where many people canT$e intention of artist is to break

the expected role of women and remind the publauathe women’s right.

Project Analysis by Tool Model

Invitation Elements

Case Study Example 36 Analysis

The spectators were involved in the actual perfoicea Sensual Invitation

Experience oriented

Intelligent and emotional switching Invitation

She wanted to transform public spaces by uttedyugiting the| Emotional Invitation of
expected role of women Storytelling

Participation Elements

Case Study Example 36 Analysis

Viewing also can be performance Sensual Particpati

Throwing the flowers and eggs, popping sacks afrfhfter

cut them Active Participation

Spectators can be performers Artistic Involvement
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Analysis Result : Invitation & Participation Diagram of Case Study
Example36.The 7,000 Year Ole Woman
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Example 36.The 7,000 Year Ole Woman

Figure A-29 Case Study Example 36. The 7,000 YdaMIbman
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* Project title : Pink (Case Study 37)

Artist or Designer: Sheila Levrant de Bretteville
Location: LA, U.S.A.

Status of work (Duration) : Temporary Installation

Project description: De Bretteville handed out pieces of pink papefriends and to
women on the street, asking them to describe wiatcblour meant to them. The
interaction of people answering the questions bectra artwork which was the image

created with pieces of pink paper.

Project Analysis by Tool Model

Invitation Elements

Case Study Example 37 Analysis

Ownership related

Their comments can compose the artwork
Programme

She maligned for pink’s associations with feminjinit Emotional Invitation of
meant to them Storytelling

Participation Elements

Case Study Example 37 Analysis

She assembled the results on a poster in a ckeltdrmat,

including blank spaces for audience response Active Participation

To fill in the blank Artistic Involvement
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Analysis Result : Invitation & Participation Diagram of Case

Example37.Pink
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Figure A-30 Case Study Example 37. Pink
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* Project title : Diana, Princess of Wales Memorial Buntain (Case Study 38)

Artist or Designer: Gustafson Porter
Location: Hyde Park, London, UK

Status of work (Duration) : Temporary Installation

Project description:By creating a running water fountain, people cajoe watching the

flow. By turning the industry area into a cultuplblic place, the community can enjoy

the recreational activities in the park watching trater fountain.

Project Analysis by Tool Model

Invitation Elements

Case Study Example 38

Analysis

The artwork reverses the concept of existing meahori
monument

Sensual Invitation

The velocity of water and direction in the fountarchanged

Experience oriented

by the fountain shape Invitation
Built a fountain in Hyde park where Dianna usetive Site Specific
and people loved Intervention

Diana’s memorial

Participation Elements

Emotional Invitation of
Storytelling

Case Study Example 38

Analysis

The sound of water and children

Sensual Parti@pati

Run into the water and play
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Analysis Result : Invitation & Participation Diagram of Case

Example38.Diana, Princess of Wales Memorial Fountai
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Experience
oriented
Invitation

Active
Participation

Site Specific
Intervention

Emotional
Invitation of
Storytelling

Example 38. Diana, Princess of Wales Memorial Fountain

Figure A-31 Case Study Example 38. Diana, Prinoé¥8ales Memorial Fountain
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* Project title : Amerika (Case Study 39)

Artist or Designer: Tim Rollins & K.O.S.

Location: South Bronx, U.S.A

Status of work (Duration) : Temporary Installation

Project description :All have been inspired by the final chapter oariz Kafka's novel
"Amerika". Rollins or a student would read aldtaim classic literary texts while the rest
of the class drew or wrote on the pages being reaahecting the stories to their own

experiences.

Project Analysis by Tool Model

Invitation Elements

Case Study Example 39 Analysis

After the students read books, they drew and painten motif Experience oriented

Invitation
They participated all of processes like readingkpoo Ownership related
being inspired to book and completion Programme
The student could talk about themselves in classes Site Speglflc
Intervention

It started from phrase of book : Everyone has theices Emotional Invitation of
and everyone can say that they want, there Storytelling

Participation Elements

Case Study Example 39 Analysis
They read books and told about their opinion edhkro Sensual Participation
They drew and painted horn motif Active Participati

The students participated in project as each digawin

after reading books Artistic Involvement
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Analysis Result : Invitation & Participation Diagram of Case

Example39.Amerika
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Example 39. Amerika

Figure A-32 Case Study Example 39. Amerika

328

Study



* Project title : Remote Furniture (Case Study 40)
Artist or Designer: Noriyuki Fujimura
Location:Queen's mall, Yokohama, Japan

Status of work (Duration) : Temporary Installation

Project description: Two chairs have a sensor and motor that is caadethis device

allows one another to copy its rocking action.

Project Analysis by Tool Model

Invitation Elements

Case Study Example 40

Analysis

Chairs copy each other’s movement

Sensual Invitatio

People sit on the chair and move and shake

Experience oriented

Invitation
Crowded department store Site Spe(_:|f|c
Intervention
Participation Elements
Case Study Example 40 Analysis

Experience the movement of other chair and shakehhir
in various ways

Sensual Participation

Sit and move
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Analysis Result : Invitation & Participation Diagram of Case

Example40.Remote Furniture
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Example 40. Remote Furniture

Figure A-33 Case Study Example 40. Remote Furniture
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* Project title : Common Land, Greenham (Case Study %)
Artist or Designer : Margaret Harrison

Location : New York, U.S.A.

Status of work (Duration) : Temporary Installation

Project description: ‘New museum of Contemporary Art’ in New York Cilyas a story
of people who endeavoured continually to close ¢hase missile site in suburb. A
checked pattern with quotations was establishgmbttyay 25 women who camped in the

site for 8 years and millions of woman who atterdgteresist.

Project Analysis by Tool Model

Invitation Elements

Case Study Example 41 Analysis
It showed the value through which demonstratorgtibeir Experience oriented
clothes, pots, snap photos, baby clothes, and toy Invitation
They showed their value of themselves and demdisisga Ownership related
towards public ownership on the region Programme
A story of the community residents in the area whbe cruisel Emotional Invitation of
missile site was built Storytelling

Participation Elements

Case Study Example 41 Analysis

They hung a variety of stuff and clothes while destoating Active Participation
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Analysis Result : Invitation & Participation Diagram of Case Study

Example41.Common land, Greenham
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Example 41. Common land, Greenham

Figure A-34 Case Study Example 41. Common lande®@ram
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* Project title : The World Wall: Triumph of the Hand s (Case Study 42)
Artist or Designer: Judith F. Baca

Location: Finland, Russia, Israel, Palestine, Mexico, Canad

Status of work (Duration) : Temporary Installation

Project description :The project explored a potentiality of social mha through our

ability to imagine peace in the whole earth. Shatéd historians, scientists, military
strategists, dreamers, artists, writers and stgdentliscuss ‘A future vision without a
fear.” Through this collective conversation, comigional images including expended

stories and sophisticated symbols have been emerged

Project Analysis by Tool Model

Invitation Elements

Case Study Example 42 Analysis

Experience oriented

Draw the idea from the discussion of world peacthésite o
Invitation

Participating in the mural work with conversations Ownership related

Programme
Exploring a possibility of social change and dising Emotional Invitation of
world peace Storytelling
Participation Elements
Case Study Example 42 Analysis
Sharing opinions and watching the painting forrnieal Sensual Participation
They walked around the wall to paint on a mural iveeParticipation
They shared stories on images to finish the mural rtisthc Involvement
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Analysis Result : Invitation & Participation Diagram of Case

Example42.The World Wall: Triumph of the Hands
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Example 42. The World Wall: Triumph of the Hands

Figure A-35 Case Study Example 42. The World WEilumph of the Hands
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* Project title : Breathing Space for the Sava Riveryugoslavia (Case Study 43)
Artist or Designer: Helen Mayer Harrison and Newton Harrison

Location: New York, U.S.A

Status of work (Duration) : Temporary Project

Project description : It was to have a conversation to save the egobddava River as
one of the last wide plain of Europe among publiicers in the area, engineers,
businessman, factory worker, and farmers dependmghe river for survival. They
exhibited a text including a discussion on the iy of healing with 125ft colour

photo collage.

Project Analysis by Tool Model

Invitation Elements

Case Study Example 43 Analysis

Making a corridor of the uncontaminated land altmgriver, Experience oriented
sowing plants, raising fish and etc. were planned Invitation

They made an effort to save the ecology of the @rexalived Ownership related
in Programme

Participation Elements

Case Study Example 43 Analysis

They had a conversation for a contaminated eadriaar

while looking at them Sensual Participation
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Analysis Result : Invitation & Participation Diagram of Case

Example43.Breathing Space for the Sava River, Yuglavia
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Example 43. Breathing Space for the Sava River, Yugoslavia

Figure A-36 Case Study Example 43. Breathing Sfarctne Sava River, Yugoslavia
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* Project title : Angels Have Been Sent to Me (Casdlily 44)

Artist or Designer : Jerri Allyn

Location :New York, U.S.A.

Status of work (Duration) : Temporary Project

Project description : Wheel chair, crutches, a blinker, and a helmetpfotection were

modified to provide them in a school, a communigntce, and an art space. The

audiences including passengers, spectators werategit as temporarily ‘handicapped’

while hanging around using a variety of devices/juled.

Project Analysis by Tool Model

Invitation Elements

Case Study Example 44

Analysis

Experiencing a temporal ‘disabled’ statue

Senguatdtion

Experiencing a state of disable through the devices

Participation Elements

Experience oriented
Invitation

Case Study Example 44

Analysis

Feeling disabled senses without seeing and heandghen
listening to the story of being disabled

Sensual Participation

Resulted in unnatural behaviour due to the devices
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Analysis Result : Invitation & Participation Diagram of Case Study

Example44.Angels Have Been Sent to Me

Sensual
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Active
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Example 44. Angels Have Been Sent to Me

Figure A-37 Case Study Example 44. Angels Have BBzt to Me
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* Project title : If You Live Here (Case Study 45)

Artist or Designer: Martha Rosler

Location: New York, U.S.A.

Status of work (Duration) : Temporary Installation

Project description: It was to find out a power group of New York City control its

structure and application. A variety of people iaggrom professional artists with lots

of experiences, community groups, children in aosthhomeless people, artists based on

the community, the poor, illegal immigrants, resideof house of refugees, art school

students majoring fine art and other people maegewhbrks of this exhibition which

explored on a housing problem, a homeless probérd,an urban planning problem.

Exhibiting in a non-profit gallery, Rosler connetttidis reality of art to its real estate and

redevelopment process.

Project Analysis by Tool Model

Invitation Elements

Case Study Example 45

Analysis

Encouraging participation, while providing matesial

Experience oriented
Invitation

Giving them a ownership with the project about tipgoblems

Participation Elements

Ownership related
Programme

Case Study Example 45

Analysis

Discussing those issues and participating in ttnebéion
process

Active Participation

It was tried to eliminate the boundary betweenitisede of the
gallery and the outside community while variousgleo
participated in the problems of the area

339

Artistic Involvement



Analysis Result : Invitation & Participation Diagram of Case Study

Example45. IfYou Live Here
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Example 45. If You Live Here

Figure A-38 Case Study Example 45. If You Live Here
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» Project title : Time Landscape (Case Study 46)
Artist or Designer: Alan Sonfist

Location: New York, U.S.A.

Status of work (Duration) : Temporary Installation

Project description: It was the place where thousands of people palsgesl/ery day,

and it was the first place to maintain it permaleby urban public park system. Sonfist
restored a soil to recreate this place a histdyicarrect forest, rebuilt the height of the
original ground, collected a sample of rocks, andiesl plants in the third stage of

growth of a plant.

Project Analysis by Tool Model

Invitation Elements

Case Study Example 46 Analysis
. Experience oriented
Community people and school planted trees and ¢ginem Invitation
It was planned to make it as a part of the commuifié and Ownership related
residents’ continuous work for their community Programme
The abandoned space with full of trash and cemiethteo Site Specific
apartment’s building which is about to collapse Intervention
It was an attempt to restore a space to experieheg it Emotional Invitation of
looked like around 300 years ago before Europeansed Storytelling
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Participation Elements

Case Study Example 46 Analysis

Planting trees and raising and taking care of them Active Participation

Spent more than 10 years to research and havevarsation

with the community committee in the area Artistic Involvement

Analysis Result : Invitation & Participation Diagra m of Case Study

Example46.Time Landscape
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Figure A-39 Case Study Example 46. Time Landscape
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