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Abstract

Art from the Streets: A Case Study

Amanda Zamora Marlin, M.A
The University of Texas at Austin, 2011

Supervisor: Christopher Adejumo

This case study examines the history and structure of Art from the Streets (AFTS)
a community-based art (CBA) program in Austin, Texas that for the past twenty years
has offered art classes twice a week to the local homeless community. The purpose of this
study is to determine if and how well AFTS integrates essential CBA components that
define best practices of CBA programs that serve the homeless into their program.
This study combines researcher observations with the firsthand perspective of the
AFTS program, volunteers, and participants secured through class observations and
interviews conducted to gain knowledge about the inner workings of the AFTS program.

vi

Table of Contents
List of Tables ......................................................................................................... xi
List of Figures ....................................................................................................... xii
CHAPTER 1 ............................................................................................................1
Introduction to Study ...............................................................................................1
Introduction to AFTS ......................................................................................1
Description of Study .......................................................................................2
Homeless Stats in Austin, Texas & United States ..........................................3
History of CBA and CBAE.............................................................................6
AFTS History and Structure ...........................................................................9
Research Purpose ..........................................................................................11
Research Question ........................................................................................11
Problem Statement ........................................................................................12
Motivations ...................................................................................................12
Definition of Terms.......................................................................................13
Limitations of the Study................................................................................14
Benefits to Art Education..............................................................................15
CHAPTER 2 ..........................................................................................................17
REVIEW OF LITERATURE ................................................................................17
Introduction ...................................................................................................17
Examples of Best Practice Models ...............................................................18
Grass Roots Art and Community Effort ..............................................18
The Village of Arts and Humanities ....................................................20
Totally Cool/Totally Art ......................................................................21
Community-based Art Programs for the Homeless ......................................21
The Sanctuary Art Center ....................................................................21
DrawBridge ..........................................................................................22
Path with Art ........................................................................................23
vii

Case Study Research Criteria........................................................................24
Establishing and Maintaining Partnerships and Collaborations ..........24
Developing Personal Growth and Confidence .....................................26
Building a Sense of Community ..........................................................28
Engaging the Arts Community ............................................................30
Emphasizing Art Education and Instruction ........................................31
CHAPTER 3 ..........................................................................................................33
Research Methodology ..........................................................................................33
Description of Case Study .....................................................................................33
Rationale for Case Study ..............................................................................33
Design of Case Study ....................................................................................35
Data Collection Methods ..............................................................................38
Survey Research............................................................................................42
Analysis of Data ............................................................................................44
CHAPTER 4 ..........................................................................................................45
DESCRIPTIVE PROGRAM ANALYSIS of AFTS .............................................45
AFTS Program History & Structure ......................................................................45
Part I: Documentation, Website, and Interview Analysis .............................45
Description & Mission of AFTS Program ...........................................45
Inception of AFTS ...............................................................................46
Other AFTS Milestones .......................................................................48
AFTS Leaders and Volunteers .............................................................49
AFTS Class Structure ..........................................................................53
AFTS Class Environment ....................................................................54
AFTS Annual Exhibit ..........................................................................55
AFTS Artists ........................................................................................58
Part II: Field Work & Collected Observations .............................................59
Introduction to 2007 Internship ...........................................................59
viii

2007 Journal Entries ............................................................................60
Examples of Participant Artwork.........................................................77
Artist‟s Work Continued ......................................................................78
Program Site.........................................................................................79
CHAPTER 5 ..........................................................................................................82
INTERGRATION of CBA COMPONENTS ........................................................82
Overview of Essential Components .....................................................83
Maintaining and Establishing Partnerships/ Collaborations .........................83
Interview Analysis ...............................................................................85
Participant Survey Results ...................................................................87
Recommendations .........................................................................................88
Developing Personal Growth and Confidence ..............................................92
Interview Analysis ...............................................................................92
Participant Survey Results ...................................................................95
Recommendations .........................................................................................96
Continued Volunteer Support ..............................................................96
More AFTS exhibition opportunities ...................................................98
Increasing participate ownership .........................................................98
Building a Sense of Community ...................................................................99
Interview Analysis ...............................................................................99
Participant Survey Results .................................................................100
Recommendations .......................................................................................101
Engaging the Arts Community ...................................................................102
Interview Analysis .............................................................................102
Participant Survey Results .................................................................103
Recommendations .......................................................................................104
Emphasizing Art Education and Instruction ...............................................105
Interview Analysis .............................................................................105
Participant Survey Results .................................................................107
Recommendations .......................................................................................108
ix

Chapter Summary .......................................................................................109
CHAPTER 6 ........................................................................................................110
CONCLUSIONS AND IMPLICATIONS ...........................................................110
Summary of Research .................................................................................110
Summary of Recommendations ..................................................................112
Maintaining and Establishing Partnerships/Collaborations ...............112
Developing Confidence and Personal Growth ...................................113
Building a Sense of Community ........................................................114
Engaging the Arts Community ..........................................................115
Emphasizing Art Education and Instruction ......................................115
Implications for the Future of ATFS ..........................................................115
Implications for Further Study ....................................................................117
Conclusions .................................................................................................117
Appendix A: AFTS Leader & Volunteer Interview Topics/ Questions ..............119
Appendix A: AFTS Leader & Volunteer Interview Topics/ Questions ..............119
Appendix B: AFTS Participant Survey................................................................121
Appendix C: IRB Approval Letter .......................................................................123
References ............................................................................................................126

x

List of Tables
Table 1: AFTS Milestones .....................................................................................48
Table 2: Program Leaders & Volunteer Bios ........................................................51
Table 3: Annual Exhibition Sales ..........................................................................57
Table 4: Establishing and Maintaining Partnerships and Collaborations ..............87
Table 5: Increasing Confidence .............................................................................96
Table 6: Building a Sense of Community ............................................................101
Table 7: Engaging the Arts Community ..............................................................103
Table 8: Emphasizing Art Instruction/ Art Education .........................................108

xi

List of Figures
Figure 1: AFTS program structure .........................................................................53
Figure 2: Art by Debbie Cantu…......…………………………………………… 77
Figure 3: Art by Debbie Over... ...........................................................................77
Figure 4: Art by Dennis Williams..........................................................................77
Figure 5: Art by Laura Creitz….............…………………………………………78
Figure 6: Art by Hugh Miles…. .…………………………………………………78
Figure 7: Art by John Curran .................................................................................78
Figure 8: Art class at the ARCH location ..............................................................79
Figure 9: Art class at Trinity Center ......................................................................79
Figure 10: AFTS Artist at work .............................................................................80
Figure 11: Art Storage….. .....................................................................................80
Figure 12: Supply Cabinet .....................................................................................80
Figure 13: AFTS Reminders #1……………… .....................................................81
Figure 14: AFTS Reminders #2……………… ....................................................81

xii

CHAPTER 1
Introduction to Study

INTRODUCTION TO AFTS

In the fall of 2006, I was researching community-based art (CBA) programs when
I stumbled cross a website for a CBA program in Austin, Texas called Art from the
Streets (AFTS). I had lived in Austin since 1999, but had never known there was a group
of dedicated artists and community members who, since 1991, had been providing art
classes for individuals that were homeless, or at-risk of becoming homeless. I explored
the AFTS homepage and was amazed by the professional design and presentation of their
website. Through the site I discovered that AFTS‟s mission is to provide a safe and
encouraging environment where the positive spirit and creativity of homeless people is
nurtured through artistic expression. I also learned that the program had been the focus of
a feature length documentary1. The film tracks the stories of five AFTS participants over
the course of a year and provides testimonials from the AFTS founders. After watching
the film I was further enticed to learn more about AFTS and the community the program
serves.

1

Art from the Streets: a full length documentary by Layton Blaylock. Blaylock was introduced to AFTS in
2003 when he and his company Inferno Films agreed to shoot a PSA, pro bono, for the annual AFTS
exhibition. The documentary has won several film awards including: Best Documentary at the Rockport
and Blend Film Festival and the 2009 Jury Prize winner of the Lights.Camera.Help Film Festival. The
creation of the film has also helped in bringing the program additional notoriety and so additional revenue.
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DESCRIPTION OF STUDY
In the summer of 2007 I began the preliminary phase of my research by serving as
an intern with AFTS. Through informal observations and interviews with AFTS staff and
participants I gained a general understanding of AFTS‟s history and program structure.
Researching local and national statistics, reports, and studies on homelessness also
enabled me to better understand the factors that contribute to homelessness and the
demographics that make up homeless populations. My research began to reveal that
individuals experiencing homelessness are often a misunderstood and under-represented
segment of the population who require services that address more than just physical
needs like food and shelter. After further analysis I also realized that AFTS was not the
only CBA program in the U.S. that focused on providing art classes to homeless
populations. I found references to formal and informal CBA programs in other U.S. cities
who shared common elements with the Austin‟s AFTS program. However, what I had
trouble finding were comprehensive studies or academic papers that examine how art
classes and instruction can be designed to best serve this special population.
Additionally, there was limited information regarding what a successful and sustainable
CBA program for the homeless would look like. This lack of academic research on CBA
programs for the homeless motivated me to conduct a case study where I could use
existing literature to determine the best practices of CBA programs that serve the
homeless. Based on my initial research on and participation in this type of program I
decided to explore which art experiences AFTS participants found most enjoyable and
beneficial. Information gathered during this process would then be used to make
recommendations for improving the AFTS program and to further explore how to
develop a successful model for CBA programs that serve the homeless.
2

HOMELESS STATS IN AUSTIN, TEXAS & UNITED STATES
In Austin and across the United States, homelessness is a challenging and multifaceted problem resulting from a complex set of circumstances such as poverty, mental
illness, substance abuse, and a shortage of affordable housing. According to a 1994
Federal statue called the Stewart B. McKinney Act, homelessness is defined as a person
who "lacks a fixed, regular, and adequate night-time residence; and...has a primary night
time residency that is: (A) a supervised publicly or privately operated shelter designed to
provide temporary living accommodations...(B) An institution that provides a temporary
residence for individuals intended to be institutionalized, or (C) a public or private place
not designed for, or ordinarily used as, a regular sleeping accommodation for human
beings. The term „homeless individual‟ does not include any individual imprisoned or
otherwise detained pursuant to an Act of Congress or a state law" (Stewart B. McKinney
Act, 42 U.S.C. § 11301, et seq. 1994).
In 2007, The National Law Center on Homelessness and Poverty (NLCHP)
estimated that nearly 3.5 million people, 1.35 million of them children, are likely to
experience homelessness in a given year. The Austin Continuum of Care Committee,
which provides estimates of the homeless population for the city of Austin and the
surrounding Travis County area, found the “point-in-time” count of the homeless
population in Travis County at more than 3,400 on any given night. This number reflects
estimates based on the number of homeless persons receiving homeless services, and
those who are turned away from services due to a lack of capacity. However, these
estimates do not include the number of individuals who may be sleeping in their cars, or
those who do not seek available services.
Homeless demographics show that it is a problem affecting both men and women
of all ages. The National Coalition for the Homeless (NCH) (2009) reports that 67.5% of
3

the single homeless population is male. They also note that single homeless women make
up only 13% of the homeless population, and that many of these women find themselves
on the streets as a result of domestic abuse. Children are also one of the largest segments
of the homeless population. NLCHP (2004) reported that children under the age of 18
account for 39% of the overall homeless population. Consequently, families with children
are the fastest growing segment of the homeless population in the United States and
account for approximately 40% percent of those in homeless situations (National
Coalition for the Homeless, 2009). Additionally, the NLCHP (2004) reported 25% of
homeless individuals were ages 25 to 34, and 6% were aged 55 to 64 (National Coalition
for the Homeless, 2009).
Homelessness is not limited to any particular ethnic group. The U.S. Conference
of Mayors (2006) estimates that the ethnic breakdown of the sheltered homeless
population in large metropolitan cities is 42% African-American, 38% Caucasian, 20%
Hispanic, 4% Native American and 2% Asian. However, they also point out that ethnic
make-ups may differ depending on geographic location.
While research on homelessness shows that it can affect any age, gender, and
ethnicity, there are other demographic groups that are more likely to experience poverty,
and subsequently more likely to experience homelessness. These groups include veterans,
persons with mental illness, and persons suffering from addiction disorders. As the NHC
cites from Rosenheck et al (1996) “research indicates that 40% of homeless men have
served in the armed forces, as compared to 34% of the general adult population”
(www.nationalhomeless.org/factsheets/who.html, para.10). Similarly, individuals with
mental illness are also a group that seems to be over-represented in the homeless
population as compared to the overall population. Individuals with severe mental illness
represent “about 26% of all sheltered homeless persons” (Annual Homeless Assessment
4

Report to Congress, 2008, p. 17). It is critical to note that of those 26%, only 5-7% of
homeless individuals with mental illness require institutionalization (Federal Task Force
on Homelessness and Severe Mental Illness, 1992). The Federal Task Force also notes
that most individuals with mental illness can live in the community with the appropriate
supportive housing options. People suffering from drug addiction disorders are another
demographic that is found in significant amounts among the homeless population.
Surveys conducted by the National Health Care for the Homeless Council, revealed that
38% of homeless people admitted to having an alcohol problem, and 26% reported
problems with other drugs (National Coalition for the Homeless, 2009).
Though this research seems to suggest there are some common demographic
trends among homeless populations, many who become homeless do not fit one general
description, and the factors that cause a person to become homeless vary depending on
the individual. These factors can include substance abuse, untreated mental illness,
domestic violence, or sudden life changes. While any of these factors alone could greatly
increase a person‟s risk of homelessness, often the circumstances that originally lead to
homelessness are exacerbated over time by other factors (Community Action Network,
2007). However, as the NCH reports, over the past 20-25 years two trends that have had a
major impact on the rise of homelessness are a growing shortage of affordable housing
and a simultaneous increase in poverty.
The statistics on homelessness clearly show that there are a staggering number of
individuals in need, not only in the U.S. but also in cities like Austin. To help prevent
homelessness people require access to affordable housing, adequate incomes, and health
care. Additional services for mental health or drug treatment may also be required for
those at risk of homelessness to remain securely housed.
5

Addressing the basic human needs such as shelter, food, and safety are the
primary requirements for a person who is experiencing homelessness or is at-risk of
becoming homeless. However, there are necessities beyond addressing physiological
issues that can help improve the quality of life and well-being of an individual in this atrisk population. These are needs that are essential to the emotional development of an
individual.

In his “Hierarchy of Needs,” Maslow (1954) describes these human

necessities as levels that any person must attain for continued personal growth. The
levels are described as a desire for belonging and self-esteem (Huitt, 2007). Attending to
these needs requires opportunities to be affiliated with others, be accepted, gain approval,
receive recognition, and develop self-confidence. With the many uncertainties,
deficiencies, and at times isolation that can come from living on the streets, the positive
experiences and interactions that promote this emotional growth can be limited. In this
respect, it is critical to identify and research programs like AFTS, which seek to foster a
sense of community and self-esteem, so that others may learn from them as successful
models, and even replicate them to increase opportunities for these under-served
populations.

HISTORY OF CBA AND CBAE
Art educators and advocates have acknowledged for years that the practice of artmaking and participation in art classes can provide individuals with many benefits,
including the stimulation of positive emotional growth. Historically, these art experiences
have been limited to students in traditional school settings, but with the rise and practice
of community-based art and community-based art education (CBAE) this is no longer the
case.
6

Although individuals have long been engaged in the practice of teaching and
creating art in collaboration with communities, the exact history of CBAE is hard to
describe since, currently, the field is lacking a comprehensive recorded history of
community-based arts initiatives in the United States (Blandy, Congon & Bolin, 2001).
Nevertheless, it is still possible to discuss the individuals and initiatives that have played
a hand in laying the groundwork for current community-based art programs like AFTS.
Histories of Community-Based Art Education, edited by Kristin Congdon, Doug
Blandy, and Paul E. Bolin, provides a good introduction to the history of and rationales
behind CBAE. This book compiles stories and histories while also presenting a broad and
widely accepted description of CBAE which states that CBAE settings are “among those
informal and formal enclaves in which people assemble, work, and act together for a
variety of political, cultural, economic, and educational purposes” (Congdon, Blandy, &
Bolin, 2001, p. 3). The editors also provide a context for CBAE initiatives in the United
Stated and describe how scholars link CBAE with programs throughout the nineteenth
and twentieth century such as the Village Improvement Movement (1853), City Beautiful
Movement (1899), Outdoor Art Movement (1899), Works Progress Administration
(1933), Cooperative Extension Service (1937), and the San Francisco Neighborhood Arts
Program (1960s) (Congdon, Blandy, & Bolin, 2001). These programs used art education
to provide arts-based work for every day citizens to beautify the environment for the
public and to employ needy artists. These programs also created art opportunities that
brought people together and engaged them in democratic discourse (Congdon, Blandy, &
Bolin, 2001).
The earlier CBAE programs focused on providing job opportunities or community
forums for individual citizens, artists, and communities through the use of communitybased art initiatives. However, these are not the only types of CBAE programs that have
7

developed over the years. CBAE programs are also exploring how art education can be
used to bring about positive social change and reform (Congdon, Blandy, & Bolin, 2001).
This trend in CBAE advocates using art to resolve social conflicts, promote public safety,
encourage economic development, and advance public causes (Cleveland, 2002). These
programs‟ educational goals may also include addressing social justice issues, creating
awareness of community needs, or even changing specific social conditions of a given
population. For these programs CBAE involves improving the plight of society as a
whole.
There are still other facets of CBAE that seek to provide social services to the
community. For many of these programs this is achieved by working with a specific
segment of the population in community settings other than the traditional school setting.
In his work on the subject, Jarvis Ulbricht writes that the main goal of these programs is
often to teach traditional art skills, inspired by personal expression, in places that are
familiar to the programs‟ participants. Ulbricht also note how, these CBAE programs
often narrow their scope by choosing to work primarily with special populations, such as
at-risk youth, prisoners, or the elderly, in their community setting (Ulbricht, 2005).
CBAE may be as simple as trying to provide an art class environment or activities that
increase an individual‟s self-esteem. These programs may use art lessons that enable
these special populations to become more aware of their humanity. Depending on the
program, they may also teach art lessons that develop specific art skills or educate the
participants about their culture and community (Biase, 2003). Many of these CBAE
programs are primarily defined by the fact that they are providing art opportunities to
individuals who do not normally have access to art instruction, materials, or art mentors.

8

AFTS HISTORY AND STRUCTURE
After exploring the history and trends of CBAE, I began to draw comparisons
between Austin‟s AFTS program and CBA programs that reach out to specific underserved populations. AFTS‟s main focus is to serve individuals who are homeless or atrisk of becoming homeless, which they do by encouraging the creative process. The
program seeks to offer supple art opportunities that foster a sense of community, develop
self-confidence, and encourage participants to feel valued as individuals. AFTS achieves
this by providing a supportive environment that offers access to art materials, an art class
setting, and an annual AFTS exhibit where they promote and sell participants, work. In
AFTS‟s art classes individuals are free to express their ideas and creativity. Participants‟
confidence and a sense of community are developed through positive interactions with
other participants, AFTS class facilitators, and the community at-large during the annual
exhibit.
AFTS was established in 1991 after two Austin artists began providing food and
art supplies to the area‟s growing homeless population. In the following years, the
program has offered classes to more than 700 homeless people in Austin. Originally the
AFTS art classes where held at the Austin Resource Center for the Homeless (ARCH), a
local homeless shelter where people who are homeless or at risk of becoming homeless
may come to receive services. However, in the fall of 2010, the AFTS art classes were
moved to a new location at the Trinity Center, a non-profit location that also serves
Austin‟s homeless population. The AFTS art classes are conducted twice a week for three
hours and facilitated by volunteers that typically have artistic backgrounds. The program
is offered each year and ends with the presentation and sale of the participants‟ art during
the annual AFTS exhibition.
9

The annual AFTS exhibit is an important component of the AFTS program. Over
the past 19 years program participants have earned more than $350,000 by selling their
art at the exhibition. To help cover the exhibition and program costs a small admission
fee is charged at the door to enter the exhibit. At the exhibition the artists connect with
the public through personal interactions and by selling their artwork.

The AFTS

participants, more commonly referred to as the artists, keep all proceeds from the art sold
at the event.
AFTS is not a non-profit organization, but it is run by a volunteer staff. A
majority of the program‟s activities are funded through the City of Austin‟s workforce
initiative. All funds provided by the city or donated by the public are used solely to
purchase program art supplies, or for the annual AFTS exhibition. Volunteers, who tend
to come from art field backgrounds, supervise the classes and assist with the program‟s
operations and promotion of the annual exhibit. The roles of those who help run the
program have changed over the years. Different volunteers have taken on varied program
responsibilities that include providing in-class assistance and running the exhibit. Many
of these volunteers have worked for the program since its inception in 1992, and apply
their skills to many different areas of the program to ensure it continues to have an active
and important presence in Austin.
AFTS classes are open to all people who are homeless or at-risk of becoming
homeless. Class participants have a variety of backgrounds. Some have never taken art
classes, while other participants have formal or informal art education backgrounds.
Participants are free to attend any or all classes, and come and go as they please. They are
welcome to use acrylic paint, pencils, color pencils, crayons, markers and collage. There
is also a space for participants to store work created for the exhibit.
10

AFTS does not promote itself as a program that provides formal art education
classes to the homeless. One exception was a limited number of drawing classes where
more traditional art instructions were provided by one of the volunteers. The participants
are encouraged to be expressive and make artwork that reflects their thoughts and
feelings, but there is no formal instruction provided or any particular structure to the
classes. Some of the founders of the program believe that it is this freedom from, or lack
of structure, that works well for a population that tends to be transient. Many of the
founders feel that by providing an open space and promoting artistic expression, the
participants gain confidence, and a sense of community is promoted not only among the
participants but between the participants and the Austin community.

RESEARCH PURPOSE
1. Determine the essential components that define best practices of CBA
programs that serve the homeless.
2. Assess the AFTS program and its components.
3. Make recommendations to improve the AFTS program.

RESEARCH QUESTION
What are the essential components that define best practices in a CBA program
which serves the homeless, does AFTS integrate these components into their program
and if so how well do they accomplish this?

11

PROBLEM STATEMENT
CBA has a growing presence in the field of art education. For years, artists and art
teachers have seen the advantages that making art can provide for students. Proponents of
the field (Amurgy, 1990; Biase, 2003; Eisner, 2002; Hetland et al., 2007; Lowenfeld,
1982) have argued that art education yields benefits such as connecting students with
their community, developing technical skills, increasing aesthetic knowledge, and even
helping improve self-esteem. Many CBA programs also use art as a way to engage
special populations in the community, while also promoting social change by addressing
community needs.
With more and more community-based art programs competing for limited public
and private funding, it is imperative that we explore and understand established and
successful community-based art organizations. This will enable us to evaluate how these
organizations have created effective and sustainable programs that serve diverse
populations and the community at large. It is important to research the strategies that
organizations like AFTS have employed to gain insight into how to expand and enhance
CBA programs and organizations.

MOTIVATIONS
The motivation for wanting to undertake this particular study is grounded in
professional and emotional interests. Professionally, many of my experiences have
focused on community-based art education. In addition to a master‟s degree in Art
Education, I am earning a certification in Nonprofit and Philanthropy Management. By
studying and working directly with AFTS, I have the opportunity to learn about an art
12

program that provides targeted services to special populations, like the homeless. By
interviewing individuals at all levels of the organization, I will provide insight into the
overall structure of the program and the scope of work offered by these types of CBA
programs. My expectation is that working with this organization and this population will
help to improve my understanding of community-based art programs, and add to the body
of research on this topic.
On a personal level, I was drawn to AFTS after viewing a documentary about the
program, Art from the Streets: A Full Length Documentary. The film followed the lives
of five local homeless people for several months as they participated in the communitybased art program. The film was very emotional and moving in its depiction of the
homeless participants and how they experienced personal growth through the process of
making and exhibiting their art. Since that time I have been fascinated by the program
and have wanted to learn more about AFTS and how it helps to increase support for the
homeless community and improve awareness of the artistic talents that can be cultivated
in these under-served communities.
DEFINITION OF TERMS
artistic convention: The ability of the artist to understand how to create artwork that
conveys recognized meaning by utilizing common artistic techniques, devices, tools, or
elements (Hetland et al., 2007).
community: People living within a locality, and defined by common interests such as
“shared concerns, cultural heritage, traditions, or language patterns”. Community can also
be defined in terms of geography, ethnicity, or economic and educational levels
(Adejumo, 2000 p. 12; Merriam-Webster, 2002; Ulbricht, 2005).
community-based art: Describes art produced by people sharing “the same locality, and
defined by common interests such as shared concerns, cultural heritage, traditions, and
language patterns” (Adejumo, 2000, p.12).
13

community-based arts settings: a term used to describe the art settings that “are among
those informal and formal enclaves in which people assemble, work, and act together for
a variety of political, cultural, economic, and educational purposes” (Congdon, Blandy &
Bolin, 2001, p.3).
culture: “The set of shared of attitudes, values, goals, and practices that characterizes
company or corporation” (Merriam-Webster, 2002).
cultural knowledge: “The acquired principals that people use to interpret experience and
generate behavior” (Spradley, 1980, p.6).
facilitator: One that helps to produce about an outcome of learning or productivity by
providing indirect or unobtrusive assistance, guidance, or supervision. (MerriamWebster, 2002)
point–in-time count: “A statistical method that attempts to count all the people who are
literally homeless on a given day or during a given week” (National Coalition for the
Homeless, 2009, para.6).
student-centered learning: An approach to education that focuses on the needs of
the students by promoting an individualized approach to teaching that accommodates
individual learning styles and accounts for the student‟s prior experiences, perspectives,
backgrounds, talents, interests, and capabilities (Efland, 1990).

LIMITATIONS OF THE STUDY
This case study focuses solely on the AFTS program, and while other CBA art
programs were researched for this study, AFTS was the only program that was observed
directly. Qualitative data provided in this study includes participant observations and
program volunteer interviews that were conducted over a three month span in summer
2007 and over a two month span in spring 2011. Although observations were made in
separate years, this study is not intended to represent a longitudal case study.
In order to collect quantitative data, a survey was given to AFTS participants over
a two month span. The survey was provided to determine the degree to which AFTS
participants believe essential CBA components are integrated into AFTS program. It is
14

important to note that because of the transient nature of the program participants it was
not possible to provide the survey to every individual that has participated in the AFTS
program over the past 20 years. The survey was provided to the limited number of AFTS
participants that have been attending the AFTS classes regularly for the spring semester.
AFTS is a volunteer run program so there is no one individual that currently
manages the entire program. Volunteers work together to direct the program operations.
There are several key leaders among the volunteers who are considered the original
founders of the program and tend to be the individuals that answer for the program.
These individuals are still active in program operations in varying degrees.

It is

important to note that AFTS is in a time of transition; several of these key leaders are
moving into different roles within the program and new volunteers have been added in
the past few months. Like the program participants, it is not possible to interview every
volunteer that has worked with the AFTS program over the twenty years. With this
understanding, interviews were limited to the leaders and volunteers that currently have
an activate role in the AFTS program and were willing to be interviewed.

BENEFITS TO ART EDUCATION
It is intended that my completed research study benefits the field of art education
by providing support and recognition for the field of community-based art programming.
AFTS is a program that has been successfully working with a very transient population
for over 20 years. The program has encouraged the participants to view themselves as
artists, sell their artwork, and interact with the public. Other community-based art
programs stand to learn from the strategies AFTS has employed to work with this specific
type of population. Art educators and artists can benefit from learning more about the
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best practices of effective CBA programs. Other academic or professional fields that may
benefit from my research are public policy and community development fields.
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CHAPTER 2
REVIEW OF LITERATURE

INTRODUCTION
This literature review examines art programs for under-served, vulnerable, at-risk,
and homeless populations. By exploring these programs, the goal is to determine the
essential program components that define best practices in CBA programs that serve
homeless adults. This section begins with an examination of the art programs that are
successfully working with different vulnerable populations in community settings.
Populations commonly found in these art programs include the elderly, inner-city
residents, and at-risk teenagers. This section continues with an exploration of three art
programs that work specifically with different age groups within the homeless
population. These age sectors include children, teenagers, and adults. After discussing
several specific CBA programs, the literature review then focuses on the essential
components and best practices of CBA programs, which are revealed through the
examination of these programs. These insights are used to establish the case study criteria
that guides the examination of the AFTS program, and the recommendations to improve
the program, which are discussed in the closing chapters.
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EXAMPLES OF BEST PRACTICE MODELS
The field of CBAE has gown and changed over the years. In his report, William
Cleveland notes that many contemporary arts-based organizations are seeking to have a
stronger impact in their community, even though these organizations understand many of
the programs are not perfect, and continue their work to improve the programs.
Cleveland‟s report goes on to highlight ten case studies of different community-based arts
programs. By emphasizing the program characteristics and different strategies and trends
that appear in the programs, he presents findings that help shed light on the practices used
“in the broader field of arts-based community development” (Cleveland, 2005, p. 102).
This research is beneficial to the field and this AFTS case study because it identifies
some of the ideal components that allow community-based art education programs to
have a bigger impact and help make them more sustainable.
Grass Roots Art and Community Effort (GRACE) and Village of Arts and
Humanities (The Village) are two community arts programs discussed in Cleveland‟s
report that have had a significant and sustained positive impact on their communities.
These two organizations also provide rich examples of the necessary components of a
successful community-based arts program.

Grass Roots Art and Community Effort
In existence since 1975, Grass Roots Art and Community Effort (GRACE) is a
visual art program for the elderly and other special populations. The program was
founded by Don Sunseri, an artist who wanted to provide art opportunities for the
residents of the nursing home where he worked. After receiving funding from the
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Vermont Council on the Arts and the Comprehensive Education and Training Act
(CETA), he was able to begin providing art workshops.
Currently, the program conducts over 500 yearly workshops in nursing homes,
senior meal sites, mental-health centers, artists‟ homes, and community centers that are
located in the rural areas of Vermont. Similar to AFTS, the GRACE workshops do not
have a formal lesson or educational component, but allow the participants to explore
materials and their own interests in an art class setting. At one time GRACE did provide
lessons and educational instruction in their workshops; however, they soon found that
participants ignored much of the instruction. Based on their experiences, the GRACE
visual artist facilitators developed a means of incorporating teaching skills and techniques
used in traditional art classes, which are needs driven. This has allowed them to establish
and continue a creative and productive environment. The goals of the program include
providing art materials, encouragement in a supportive environment, to discover selftaught artists and promote them to the local and broader community, and to preserve the
participant‟s cultural voice through the establishment of a permanent collection.
One component of GRACE calls for the promotion and preservation of the
participants‟ artwork and culture. This has resulted in a large amount of community
involvement and increased public awareness. GRACE exhibits participants‟ artwork in
many venues throughout New England, across the country and even internationally. The
exhibit sites have included nursing homes, libraries, banks, galleries, universities, and
festivals. These exhibits have given the public an opportunity to view participants‟ work
and reflect on the art, often created in their own community.
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The Village of Arts and Humanities
The Village is another organization highlighted in Cleveland‟s (2005) report. The
Village was started in 1986 and is described as “a community-based arts, education and
neighborhood development organization” (Cleveland, 2005, p. 74). Their mission is to
build community by providing innovative arts-based programs in education, land
transformation, construction, and economic development.
The Village has a main facility located in North Philadelphia, an inner-city
environment. The program and staff responded to the community by developing
programs and activities that meet needs specific to this neighborhood, which include a
lack of activities for youth, economic revitalization and development, and improving the
health of community members.
These critical needs are addressed by the organization through education
initiatives and partnerships with local institutions and businesses.

For example, to

address health issues for area children and adults, The Village partners with the Temple
University School of Nursing and the Philadelphia Department of Public Health to
provide arts-based workshops. These workshops include puppet shows, exhibits, art
making activities, and performances that teach community members about healthcare
issues like nutrition, exercise, HIV/AIDS, heart disease, breast cancer, and diabetes. The
organization teaches art classes for area youth that build participants‟ skill and confidence
by fostering positive relations with peer and adult role models. The Village has also
worked to develop activities in the community that provide training and employment
opportunities in arts and trade-related fields.
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Totally Cool/Totally Art
There are also examples of art organizations in the Austin community, which
focus on providing art education in a community setting to special populations, such as
the underprivileged and minority populations. Totally Cool/Totally Art is one such art
program, and it is taught in neighborhood recreation centers throughout Austin. The
program seeks to provide students with art education during after-school hours when
unsupervised youth tend to get into trouble (www.ci.austin.tx.us/TCTA). The program
creates a safe and comfortable environment that enables program participants to gain
confidence through creative self expression. This program gives teenagers the
opportunity to learn about a variety of art mediums in a setting inviting and familiar to
them.

COMMUNITY-BASED ART PROGRAMS FOR THE HOMELESS
Like AFTS, there are other community-base arts programs offered to the
homeless in cities across the U.S. The Sanctuary Art Center, DrawBridge, and the Path
with Art are examples of organizations that provide art programs to different age groups
within homeless communities. By studying these three organizations it is possible to
identify some important trends among art organizations serving the homeless, which
make these programs successful and provide their communities with valuable assets.

The Sanctuary Art Center
The Sanctuary Art Center offers programs in art, music, theater, and youth
empowerment for the homeless youth of Seattle, Washington. Over the past ten years the
21

Sanctuary Art Center has transitioned into a 501 (c) 3 non-profit organization, gaining tax
exempt status, and has increased its size and now serves more than 350 disenfranchised
youth each year. Since many of the youth participating in the program have experienced
mental and physical trauma, the program seeks to provide a creative outlet for
participants in a safe environment.
The center offers a wide range of art classes, performances, exhibits, and
educational opportunities to young homeless adults. Many of these events are highlighted
in

the

organization‟s

quarterly

newsletters

archived

on

their

website

(www.sanctuaryartcenter.org). Program participants have a chance to learn from and
work with a variety of visual arts mediums including painting, drawing, ceramics, and
silk screening. The center offers additional opportunities such as music and theater
classes. Instructors at the center are professional and amateur artists from the community
who use art to create meaningful relationships with program participants. The center also
has partnerships with other organizations and provides homeless youth opportunities to
earn a high school education, gain job skills, or find employment.

DrawBridge
DrawBridge is a California based art organization with multiple programs run out
of homeless shelters in several different counties. The mission of DrawBridge is to
provide an art program for homeless children in an environment that fosters a sense of
joy, creativity, and exuberance (www.drawbridge.org). The program also promotes the
well-being and stability of children and their families by creating a supportive community
and cooperative setting where children learn to help each other and develop coping skills.
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The children in DrawBridge programs are organized into art groups that meet
once a week at the shelter, transitional housing, or low-income housing where the
children live. The groups are managed by a program facilitator and volunteers. The role
of the facilitators can be to prepare a project, or simply lay out supplies for the children to
use. These trained group facilitators use art and these groups to help children explore
their feelings. During these group meetings, they are encouraged to explore and create
any type of project they like, and can do so by engaging in drawing, painting, ceramics,
or collage.

Path with Art
Path with Art is an organization that believes helping the homeless takes more
than just meeting their basic human needs, like shelter and food, to end homelessness
(www.pathwithart.org). The organization‟s mission is “to provide art programming to
previously homeless and economically disadvantaged adults with the goal of using the
creative process as a tool for self-discovery and self-expression, for developing selfconfidence, and for building community” (www.pathwithart.org).
Path with Art offers six 10-week workshops in different locations around Seattle
in various art mediums, theater, and writing. The individuals who conduct these
workshops are practicing artists with strong teaching backgrounds. Path with Art also
works to develop strong partnerships between area service providers and program
participants. This is accomplished by helping participants gain confidence through the art
making process enabling them to live more stable lives. Gaining stability for these
individuals can help keep them connected to their service providers and the community at
large. Path with Art also creates public awareness by hosting an exhibition at a local
23

museum. The organization collaborates with the Frye Museum to offer a twelve-week
workshop in the museum‟s art studio. The works developed during this workshop are
exhibited for public viewing.

CASE STUDY RESEARCH CRITERIA
The previously discussed programs contain components and best practices that
exemplify an ideal model for a successful CBA program. These components are
especially important because they provide a foundation for judging the CBA programs.
These features of successful CBA programs will also be used to organize my analysis of
Art from the Streets, and provide the basis for my recommendations to improve AFTS.
These components include: (a) establishing and maintaining partnerships and
collaborations with other local organizations; (b) fostering the personal growth and
confidence of program participants; (c) building a sense of community and belonging; (d)
increased engagement of the art community; and (e) providing effective art instruction
and education.

Establishing and Maintaining Partnerships and Collaborations
Effective partnerships and collaborations can increase the sustainability of
community-based art programs, especially if they are used in response to a problem or to
create additional opportunities for participants (Dreeszen, 1992). Collaboration involves
an exchange between two different entities that is mutually beneficial to both. The
purpose of collaboration can be to help an organization gain expertise in areas where they
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may be lacking experience or resources (Gray, 1989). Collaborations with schools, CBA
organizations, and community members can provide access to tools and resources
allowing for the development or improvement of quality art education experiences.
In the report, Intersections: Community Arts and Education Collaborations, Craig
Dreeszen notes how collaboration provides a significant means of “making art a
fundamental part of education and our communities” (Dreeszen, 1992, p. 6). The report
goes on to present a model for developing effective arts partnerships. This model requires
an intersection of fundamental partnership support systems, including coordination,
funding, public policies and planning, training, advocacy, and programming. Dreeszen
also lays out a series of questions that can be used to help assess the partnership process
and decrease the chance of partnership failures. The report also discusses nine critical
factors for success that program participants believe are essential for sustaining arts and
community partnerships (Dreeszen, 1992, p. 23). These factors are leadership and vision,
effective planning, broad-based community representation, teacher participation, artist
participation, public awareness and communication, awareness of program catalyst, sitespecific program design, and ongoing assessment of the partnership (Dreeszen, 1992, p.
23). Dreeszen‟s study focuses on the methods needed to create partnerships that feature a
commitment to common values, and he believes these values “should reflect an
appreciation of the diversity of America‟s heritage through appropriate planning,
leadership, and artist involvement” (Dreeszen, 1992, p. 13). More specifically, the list of
common values for successful partnerships include the assurance of equitable access to
cultural experience, cultural diversity of programs and participants, artistic quality in
education, and the arts as an indispensable part of education (Dreeszen, 1992). The
information detailed in this report provides a solid framework for understanding how
partnerships can add value to art programs, and how they can be developed effectively.
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In Arnold April‟s article, “Finding the Thread of an Interrupted Conversation: The
Arts, Education, and Community,” he emphasizes the importance of partnerships, and
focus on the need to create partnerships that bring all entities together to create enriched
learning opportunities (April, 2002). This article shows the importance of improving
community involvement in schools, and does so by listing the trends that are taking place
in various communities. Some of these developments include long-term relationships
between art organizations and schools, a movement towards capacity-building requiring
art organizations to help create programs with schools, and educational improvements
that can be generated by a “mixed table” approach (April, 2002). Additionally, April
makes it clear that working with and learning from different agencies helps expand the
diversity and quality of art education.
Establishing and maintaining partnerships and collaborations with community art
programs does not have to be limited to traditional entities like schools. Successful
programs, such as The Village have also created cross-sector partnerships to produce a
wider range of diverse programs. CBA program should explore partnerships with nonarts agencies to help address different community needs. These partnerships could
involve local or national businesses, job training programs, or any sectors of society
concerned with community development or social and economic improvement.

Developing Personal Growth and Confidence
One of the most common rationales for teaching art in any setting is to give
individuals the opportunity to use the art, and the process of making art, to explore
creative self-expression and contribute to personal growth. Elliot Eisner (2002) believes
that “the arts help us discover the contours of our emotional selves” (p. 11). Victor
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Lowenfeld (1987), one of the leaders of the child-centered movement, support art making
as a constructive way for children to create individual and visual forms that represent
their feelings, emotions, and thoughts. As he explored in his stages of artistic
development, Lowenfeld (1987) found that students as young as nine are interested in
expressing their perceptions and emotions through art. By providing a means of
expressing ourselves individuals gain ownership of their feelings and increase their selfconfidence (Lowenfeld, 1987).
Hetland, Winner, Veenema, and Sherdian (2007) in their book Studio Thinking:
The Real Benefits of Visual Arts Education write about the importance of individuals
finding personal vision and self expression. The authors explain how well-developed art
classes help students learn to convey personal intentions in their work. This includes
exemplifying properties in their art work that display emotions, a sense of movement, or
personal meaning. By making art it becomes possible for people to use their creativity as
an outlet for relieving stress and as a means of exploring our psyche and imagination
(Hetland et al., 2007).
Effective organizations like GRACE, Path with Art, The Village, TCTA and the
Sanctuary Art Center (Cleveland2005;www.pathwithart.org, www.ci.austin.tx.us./TCTA;
www.sanctuarycenter.com) all note the importance of developing personal growth and
increasing confidence as a main goal of their organization. Giving homeless individuals a
healthy outlet for exploring their feelings and being creative is an opportunity they may
be lacking in their everyday lives. In a video posted on the Path with Art website,
program participants speak about what they gained through the program, and one
featured participants discusses how once a person‟s basic needs have been met, there is a
need to explore the self (www.pathwithart.com).
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Building a Sense of Community
When developing an effective and sustainable CBA program, is it critical for an
organization to build a sense of community and belonging, not only among the
participants, but between the participants and the community where they live.
Organizations that provide funding, such as the Oklahoma Arts Council (2007) are
choosing to support organizations, schools, and local governments who develop programs
that increase art education resources in their state. In their grant criteria for community
art organizations, the Oklahoma Arts Council suggests that art activities which focus on
cultural and economic development also produce benefits for the whole community. They
describe community art programs as any program, activity, or event that advances,
promotes, or supports the cultural and economic development of their state. Funding from
this organization is geared towards the installation of public art, or artistic performances
that teach the public about local culture and develop a sense of community (Oklahoma
Arts Council, 2007).
In order to build a sense of community, it is also important that a program reflects
the views and needs of the community. Clark and Zimmerman (2000) in their article,
“Greater Understanding of the Local Community: A Community-based Art Education
Program for Rural Schools,” write about the need for community involvement in
successful CBA programs. The authors believe that teachers, parents, and other
community members should be actively involved in the development of arts programs,
which build upon local resources and reflect local histories (Clark & Zimmerman, 2000).
In their article, they discuss the importance of community-based curriculum
development, stating that “the rich and unique cultural backgrounds often possessed by
families living in rural communities should be taken into account when developing art
curriculum options and programming opportunities” (Clark & Zimmerman, 2000, p. 33).
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These ideas are embodied by groups such as Project ARTS (Arts for Rural Teachers and
Students), which is a three-year program designed to serve students attending rural
elementary schools who possess a high interest in the visual and performing arts. The
program emphasized the importance of students studying and recording the art, culture,
and histories of the local communities, while also providing teachers workshops to help
them develop curriculum for school art classes (Clark & Zimmerman, 2000). Although
this is not specifically a CBA program, it does highlight how enhancing the connection
between art and the community can have a positive impact and promote a sense of
belonging among community members. In fact, the authors note:
Through exhibits and performances, students were able to extend their newfound
awareness and appreciation of local history and culture to many who previously
had been unconcerned about the issues. All schools, students, and teachers
experienced benefits of the new relationships with local institutions and their
communities profited as well. Parents and community members have seen their
history and cultures validated and have been encouraged by the excitement and
interest shown by students from their own backgrounds (Clark & Zimmerman,
2000 p. 35).
In his article “What is Community-based Art,” Christopher Adejumo (2000)
provides additional rationales why CBAE should incorporate the views of the
community. The benefits art students acquire through the use of community-based art are
critical, because students in school learn about the community by seeing artwork from
local artists (Adejumo, 2000). He also notes how students may gain deeper understanding
of art and appreciation for art if their art education references elements from their daily
experiences, acquired from the areas where they live (Adejumo, 2000). Furthermore, in
the quest to address the social needs of society, Adejumo believes it is important to
generate in students a “connection to the world around them” that is fueled by a sense of
personal responsibility (p.13). It is through community-based art activities that it is
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possible to heighten students‟ sense of community pride and increase understanding of
their culture (Adejumo, 2000).
To maintain a successful CBA program, an organization needs to have the
community buy-in to what they are doing. This can be done by identifying the needs of
individual communities and exploring local culture. Research shows that art organization
leaders need to be in tune with the demands of their community and its members, and
they must listen to the interests and concerns expressed by the community (Jackson,
2002). Taking into account local public values can help an organization become more
aligned with the community and improve community relations and connections.
Community involvement can also help foster connections with individuals who have the
influence to spur social change. In the case of arts organizations working with the
homeless, a sense of belonging can be created for a population that is often disconnected
from the community at large. This is a powerful opportunity to give people a sense of
place and help them identify with society. It is also a critical means of teaching the public
at large about the experiences of a given population.

Engaging the Arts Community
Enlisting the support of the local arts community is another way to make CBA
program more sustainable (Cleveland, 2005). Encouraging local artists to serve as
program facilitators can help foster positive and enriching relationships between the arts
community and program participants. In these settings artists have opportunities to share
their artistic knowledge and experience with participants. Some programs may even
provide a stipend, or working wage for artists working for the organization (Cleveland,
2005). Allowing individual artists to gain much needed employment opportunities can
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also help sustain their independent art works, thus enhancing the art community in
multiple ways.
CBA programs can also provide opportunities for artists and art educators to
explore community issues and engage in outreach through “service-learning projects”
(Taylor, 2002). Beans and Rice, Inc. is a social service project that merges postmodern
art pedagogy with community service (Taylor, 2002). The program uses art education
college students to mentor under-served populations in Central Appalachia. The college
art students help under-privileged students with their homework, talk about their day,
provide them with a meal, and then help the students with art projects that have been
developed with the needs of the community in mind (Taylor, 2002). The results have
shown that the college art students are gaining and learning as much from the project as
the under-privileged students (Taylor, 2002). By creating art lessons based on the needs
of the students and the community where they live, the program enables the students to
reflect on social issues that have personal meaning to them, while still promoting art
education.

These art organizations are unique because the work they do not only

involves art education and production but also engages a significant social and economic
component. These types of programs also provide opportunities for the art community to
engage special populations, the art community, and the community at large.

Emphasizing Art Education and Instruction
Developing technical and manual skills and understanding artistic processes,
through the use of art tools and materials is an important rationale behind, and approach
to art education.

Many educators supportive of artistic manual training, tout its

development of eye/hand coordination in students (Ambury, 1990). Learning artistic
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skills, through the use of tools and materials also plays an integral part in artistic
expression (Lowenfeld, 1982).
Another important part of art education is the development of craft which Hetland
et al. (2007) refer to as the first “studio habit of the mind” (p. 7). The authors view this
artistic learning process as similar to learning that takes place in a science lab where it is
critical to utilize and master specific tools and materials in order to properly execute
experiments or projects. Hetland et al. (2007) also found that students learn about
technique by using a variety of artistic tools and materials, including the proper
maintenance and preservation of these tools and materials. Furthermore, while visual art
students are developing these techniques, “they also learn about the elements of artworks,
such as form, line, surface, value, and how to employ artistic conventions such as
perspective and color mixing” (Hetland et al. 2007, p. 33). These art conventions also
include a person‟s ability to manipulate tools and materials to create elements in artwork
that convey recognized meaning, or evoke a particular art style or movement (Hetland et
al. 2007).
The importance of understanding artistic conventions used in art education is
further explained in The Arts and the Creation of the Mind. Discipline-based arts
education (DBAE) is a version seen in many classrooms today, and like the Picture Study
Movement of the late 1800s, one aim of DBAE is for students to understand and be able
to talk about art qualities observed in particular works (Eisner, 2002). Understanding
these qualities is aided by student proficiency in using arts-based vocabulary, and the
ability to identify important elements and principles of art. There are many who highlight
how effective arts education increases students‟ level of technical skill and arts
vocabulary (Amurgy, 1990; Eisner, 2002; Hetland et al., 2007; Lowenfeld, 1982).
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CHAPTER 3
Research Methodology

Description of Case Study

RATIONALE FOR CASE STUDY
For the purpose of this paper, case study methodology will be used to describe
and explore the Art from the Streets program. Using case study research is appropriate
because it involves an in depth examination of one or more particular social occurrences
or events, by focusing the research on a more narrow field of study (Babbie, 2004). In his
book, Case Study Research, Yin (2003) explains that this methodology is “used in many
situations to contribute to our knowledge of individual, group, organizational, social,
political, and related phenomena” (p. 1). Using this methodology also allows a researcher
to test theoretical models by using them in real world situations, which makes this type of
research a valuable part of the evaluation process (Shuttleworth, 2008; Soy, 1997).
The case study research purpose is often used by external evaluators in
conducting process evaluations, and it usually involves three specific purposes. The first
purpose develops a model used to assess particular management or policy processes. The
second deals with the assessment, and will reveal those aspects of the process that do or
do not meet the practical ideal model. Using these findings, the third purpose is to make
recommendations to improve the program or improve specific management processes
(Soy, 1997).
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There are strengths and weaknesses associated with case study research that are
important to address. Some critics often call into question the subjectivity of this
methodology since this approach can sometimes rely too heavily on inference and
personal interpretation of data. Additionally, the narrowed scope of case study research
can produce results that do not provide enough statistical data to establish generality from
the findings, and can make it difficult to test for validity (Becker, Dawson, Devine,
Hannum, Hill, Leydens,

Matuskevich, Traver, & Palmquist, 2005; Soy, 2006).

Researchers also run the risk of placing too much emphasis on inference or can become
too close to the study, both of which could create bias (Babbie, 2004; Yin, 2003).
Nevertheless, researchers continue to use this method with success and cite many
advantages to using this type of focused research.
One main advantage of case study research is flexibility: “A case study might
introduce new and unexpected results during its course, and lead to research taking new
directions” (Shuttleworth 2008, para. 9). The project designs that are presented in case
study research often emphasize exploration rather than prescription or prediction.
Another benefit of case study research can be its emphasis on context, and seeking to
understand as much as possible about a single subject or small group of subjects. This
narrow focus of study can provide more realistic and personal responses than those
provided by statistical survey research alone (Shuttleworth, 2008). Case study research
may be much more in-depth and may allow deeper analysis and more descriptive
information based on particular contexts that can give research results a more human face
(Becker et al., 2005). This type of research can also “bridge the gap between abstract
research and concrete practice by allowing researchers to compare their firsthand
observations with the quantitative results obtained through other methods of research”
(Becker et al., 2005, para 2).
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DESIGN OF CASE STUDY
Although case study research has been criticized for its perceived “lack of rigor”
(Yin, 2003, p.10), it is particularly suited to my research question because it allows for an
in-depth examination of the AFTS program.
In order to construct distinct empirical inquiry, it is important to craft a research
design that is deliberate and well-defined. This involves setting parameters for the case
study design, because, even though case study research has a common definition, there
are different kinds of case studies. The first design parameter adopted for this research is
the use of the single-case approach. Using this single-case approach is ideal for focusing
specifically on AFTS. Although other art programs that serve homeless and at-risk
individuals were looked at, they are not the focus of this case study and were examined to
provide additional perspective and aid in the assessment of the AFTS program.
The next design parameter is used to determine the type of case study strategy
best suited for my research question. Yin (2003) discusses the purpose behind three
different types of case study strategies, defined as exploratory, explanatory and
descriptive case studies. An exploratory case study is often a prelude to additional
research on a particular subject and sometimes involves investigating a topic before a
research question has been developed, or a hypothesis has been made (Tellis, 1997, para.
20). According to Yin (2003), this type of strategy can be helpful when the goal of the
research is to answer a “what” question, and the purpose of the study often lays the
groundwork for further inquiry. An explanatory case study can be appropriate for casual
studies or research that asks a “how” or “why” question. Typically, this explanatory
strategy deals with “operational links needing to be traced over time, rather than mere
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frequencies or incidents” (Yin, 2003, p. 6). Finally, descriptive case studies are used by a
researcher who wants to fully describe a phenomenon (Tellis, 1997).

Similar to

exploratory case studies, a descriptive case study is frequently used to answer a “what”
research question.
By examining my research question, “What are the essential components that
define best practices in a CBA program that serves the homeless and does the AFTS
program integrate these components in their program?”, and in light of the strategies
discussed above, the “what” nature of my question lends itself to both exploratory and
descriptive strategies. Employing both of these strategies involve not only describing the
current program structure and history of AFTS but also require exploring to see if
essential components that define best practices in other CBA programs are integrated into
the AFTS program.
Much research in the social sciences is undertaken to explore a topic, and
commonly used when a researcher “examines a new interest or when the subject itself is
relatively new” (Babbie, 2004, p. 87). Furthermore, utilizing exploratory studies can
allow the researcher to (a) delve further into their curiosity to gain a better understanding
of the topic, (b) investigate the possibility of continued research, and (c) develop the
methods to be used in subsequent studies (Babbie, 2004). These criteria contribute to the
purpose of my study and will help guide my research.
AFTS is a relatively undocumented program, and those who run the program are
currently in the process of determining how they would like to see the program develop.
The program has been operating for twenty years, but faces a critical transition period as
key leaders leave the program and new leaders and volunteers step in. By exploring
AFTS‟s integration of essential CBA components into their program, a clearer
understanding of how AFTS operates and serves Austin‟s homeless population will
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emerge. These findings will also be used to make recommendation for the continued
development and improvement of this unique program.
Having addressed the issues with case study research, it is also important to note
problems associated more specifically with exploratory research. A common pitfall can
come from the researcher‟s difficulty obtaining satisfactory answers from research
participants. This can limit a researcher who may only be able to hint at answers when
compared to a researcher who uses methods that may provide more definitive answers
(Babbie, 2004). As Babbie (2004) also notes, there is reason for concern due to the fact
that “exploratory studies are seldom definitive in themselves has to do with
representativeness,” since the people who are studied may not be typical of the larger
population of interest (p. 89).
To help mitigate these concerns my research will also employ the use of
descriptive strategies, which will also allow for additional clarity and insight into the
AFTS program. As mentioned earlier, descriptive case studies are often used when the
research seeks to provide an in-depth description of a particular event or situation
(Babbie, 2004; Yin, 2003). This research strategy is applicable for this study because it
enables me to observe, research, and document firsthand what is happening within
multiple levels of AFTS. These observations provide unique and up-close perspective on
the overall history and structure of AFTS, which also help to determine if and how
essential CBA components are integrated into the program. Since this research requires a
significant amount of time observing and then describing what is observed, it is important
the researcher must record unbiased and detailed field notes to help ensure quality
observations that are valid and useful (Babbie, 2004).
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DATA COLLECTION METHODS
The research collected yielded detailed information about the structure and history
of the AFTS program, and allowed for an exploration of how CBA programs‟ best
practices are integrated into AFTS. Information for this purpose was gathered from
program documents, the AFTS website, archival records, direct observation, participant
observation, administrator and volunteer semi-structured, formal interviews, and
participant surveys and informal interviews.
Proper investigation of my research question required organizing my study into
two main chapters. This first chapter documents detailed information about AFTS
program‟s structure and history. Gathering this type of descriptive information about
AFTS involved reviewing program documents, archival records, and the program‟s
website. AFTS co-director, Bill Jeffers was of tremendous help and provided many
documents and records for my review. Second, I also conducted semi-structured, formal
interviews with the program leaders and key volunteers. Finally, it was necessary to
observe AFTS art classes and volunteer meetings.

The next chapter of my study

examines if and how well AFTS integrates the essential components that define best
practices of CBA programs that serve the homeless into their own program. To explore
the extent and use of these components and best practices in AFTS, I relied on my
interviews with program leaders and volunteers, observations from AFTS classes and
volunteer meetings, and feedback regarding these components from the AFTS program
participants.
The primary data collection methods for my research are document analysis,
observations, interviews, and surveys. These data collection methods were selected
because they provided collection of descriptive and exploratory information on AFTS.
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From the beginning observation played an essential role in my study. It allowed
me to see firsthand what was happening at AFTS, while getting to experience the
environment in which the program was provided. It also allowed me tremendous access
to program volunteers and participants. In terms of qualitative field research,
observations enable a researcher to view social life in its natural habitat (Babbie, 2004;
Spradley, 1980). My observations of AFTS began in the summer of 2007, at the old
program site, and direct observations continued in the spring of 2011, and were
conducted at the new program site. Direct observations occur in the field and require the
researcher to be as unobtrusive as possible, so to reduce the inclusion of bias in the
observations (Yin, 2003). On both occasions, in 2007 and 2011, the focus of the direct
observation was primarily to describe the natural setting. After these initial field notes
and observations had been recorded, I moved to participant observation. This requires a
researcher “come to a social situation with two purposes: (1) to engage in activities
appropriate to the situation and (2) to observe the activities, people, and physical aspects
of the situation” (Spradley, 1980, p. 54).

Using this method provides, “a richer

understanding of many social phenomena than can be achieved through other
observational methods, provided that the researcher observes in a deliberate, wellplanned, and active way” (Babbie, 2004, p. 281). By conducting participant observations
during AFTS classes and in AFTS volunteer meetings, I was able to gain a more intimate
understanding of the AFTS program that would not have been possible with
documentation and archival record analysis alone. It is important to clarify that no
observations of the AFTS classes took place between 2007 and 2011. This was a due to
the fact that it took time to develop my proposal for study and also because I took two
leaves of absences from the university to pursue career opportunities.
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When beginning the observation process, I had to consider my level of
involvement with AFTS participants at AFTS activities. It is possible to be a nonparticipant observer, where the observer has no involvement with the people or activities
studied (Spradley, 1980).

However, since I was seeking to gain personal insights,

opinions, and feelings about the program and activities, I felt that a higher level of
participation would allow for the program leaders, volunteers, and participants to feel
more comfortable sharing information and their opinion with me.

As a participant

observer during AFTS classes, I was able to interact with class participants in a more
personal manner, because I was able to engage them as a class facilitator and not just a
silent observer. These observations helped illuminate interactions between the class
facilitators and participants, described the class setting, and explored how AFTS leaders,
volunteers, and participants felt CBA essential components that define CBA programs
were integrated into the program.
Like other research methods, direct and participant observations have distinctive
strengths and weakness. This type of data collection is effective for studying a social
group or informal small group, such as AFTS, because it is possible to view the subtle
nuances of the participants in their environment. There is also a certain flexibility that
comes with these observations since it is possible to modify the research design at any
time (Babbie, 2004). However, observation as a data collection method also has several
weaknesses. First and foremost is the researcher‟s access to events or groups (Yin, 2003).
When I began observing AFTS again in 2010, I had to be very sensitive to the schedules
of AFTS leaders and volunteers. I was originally interested in interviewing program
leaders and volunteers in the fall of 2010, but the program was busy preparing for their
annual exhibit. It quickly became apparent that I needed to find a more convenient time
to conduct the research. Although, it has been established that observations provide
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valuable qualitative data for case studies, it is important that researchers refrain from
imposing their own bias or viewpoint on the subjects they are observing. This can be a
challenge for researchers who are too integrated with the program or participants they are
observing (Yin, 2003). To accurately portray case study phenomenon it is critical for a
researcher to record observations as they are and be cognizant of getting too close to an
organization. It is also necessary that observations be recorded as close to the actual time
of the observation as possible, and field notes are detailed and include the context in
which the observations were made.
Interviews can be a vital part of data collection and were integral to the
completion of this study. Interviewing AFTS program leaders and class facilitators
allowed for the collection of insights about the program and firsthand accounts of
program structure and history. All program leaders work exclusively on a volunteer basis.
Many are working artists and professionals of varying age, sex, and ethnic background.
Program leaders who were interviewed did so voluntarily and were selected based on
their level of involvement in the program and their availability. I initially contacted these
individuals via email, explaining the purpose of my case study and asking for
participation. My initial desire to study the program dates back to my involvement with
AFTS as a volunteer in 2007.
The one-on-one interviews were conducted over the phone and face to face,
depending on the availability of the individuals. In-person interviews took place at
locations that were convenient and comfortable for each person, including the AFTS
program site, interviewee‟s homes, and other neutral sites such as coffee shop or
restaurant. The interviews were designed to take 30-45 minutes, but due to the informal
structure and open-ended nature of the questions many of the interviews ended up lasting
over 60 minutes. Interview information was collected using hand-written notes or a
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digital voice recorder. Interviews were recorded only if the individual volunteer
consented and signed a release form. The names of these interviewed were only used
with the permission of the interviewee. Interview questions were focused on exploring
the following categories: (a) AFTS roles and personal reasons for involvement, (b) AFTS
history and inception, (c) AFTS program structure, (d) AFTS partnerships, (e) AFTS
program benefits, (f) community involvement, and (g) art instruction and education.
This type of data collection method is advantageous to my study because it is
flexible and can address issues raised during the interview process. For example, if an
interviewee does not understand a particular question, it is possible for an interviewer to
clarify the question. Interviews enable the researcher to observe the reactions and tone of
those interviewed and also addresses some of the concerns associated with survey
research, such as the possibility of a low response rate (Babbie, 2004). It is important to
note, however, that this type of qualitative data can be hard to interpret and analyze.
Interviews can suffer from bias, poor recall, and imprecise or unintended communication,
and thus “a reasonable approach is to corroborate interview data with information from
other sources” (Yin, 2003, p. 92).

SURVEY RESEARCH
In order to increase the validity of my findings, improve my recommendations,
and address the weaknesses inherent in interviews, I also gathered quantitative survey
data from AFTS participants. The survey is designed to collect information about AFTS
participants and provides a statistical basis for AFTS program recommendations. There
are multiple benefits to conducting a survey as one component of case study research. It
allows for the collection of information from large groups, can address a variety of topics,
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provides statistical data analysis, and the anonymous nature of the survey can result in
more candid answers (Babbie, 2004).
The scope of survey questions given to AFTS participants was limited to
questions about the essential components that define the best practices of CBA programs
that serve the homeless. Because of the vulnerable nature of AFTS participants the
survey only focused on questions regarding the AFTS program. Precautions were taken
to make sure the survey process and questions did not cause any mental harm or anguish.
Therefore, no questions were asked regarding the nature of the participant‟s homeless
status or personal histories. Additionally, participation in the survey was completely
voluntary. The survey was anonymous and did not ask any identifying information. All
survey results were confidential and available only to the researcher. This study, research
question, methodology, and survey was also received and approved (Study Number
2010-07-0027) by the University of Texas‟ Institutional Review Board (IRB).
The survey was distributed during the classes at the AFTS program site located in
the Trinity Center. Surveys took approximately 10 minutes to complete. Due to the
rather transient nature of this population and the varying number of participants in class,
it was difficult to collect a large number of surveys. Over a period of ten classes in March
and April 2011, a total of 23 surveys were collected. Although this is a rather small
sample, the total population from which surveys could be collected was very limited.
Many of those who completed the survey are those who are the most frequent AFTS
participants, and thus able to provide valuable insights.
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ANALYSIS OF DATA
This case study research makes use of both qualitative and quantitative data
analysis.

Interview data was analyzed by sorting it into several categories: (a)

interviewee‟s personal history, (b) AFTS history, (c) program structure, (d) use of
partnerships, (e) program benefits, (f) involvement of the art community, and (g) art
instruction and education. Descriptive statistics such as mode and survey respondent
percentages were used to analyze data collected from the surveys. Descriptive statistics
are ideal for this study because they can show the range of opinions among the AFTS
participants. Descriptive statistics also enable large amounts of data to be boiled down to
manageable summaries (Babbie, 2004). Survey data was analyzed to determine if and
how well AFTS integrates the essential components that define best practices of CBA
programs into their program.
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CHAPTER 4
DESCRIPTIVE PROGRAM ANALYSIS of AFTS
AFTS Program History & Structure

As discussed in the Methodology Chapter 3, part of the rationale for
investigating AFTS as a case study is the need for an in-depth documentation of the
program‟s history and structure. Part I of this chapter details the past and current state of
the AFTS program by utilizing information gathered from program documents and the
website, and using information obtained through interviews with program leaders and
volunteers. Part II reviews fieldwork and journal entries completed during a 2007
internship helping in AFTS classes, and from the time studying the program in the spring
of 2011. Including the journal entries helps facilitate an inside view of the AFTS class
environment. Part III of the chapter provides visual documentation of the AFTS
classroom and artists‟ work.

PART I: DOCUMENTATION, WEBSITE, AND INTERVIEW ANALYSIS

Description & Mission of AFTS Program
Art from the Streets is a “community-based, volunteer-driven arts program that
gives homeless individuals the opportunity to explore their painting and drawing skills in
free bi-weekly art classes, and to earn money through the sales of the resulting work at an
annual show” (www.artfromthestreets.com, 2011).
45

It is important to emphasize that

AFTS is not a non-profit organization, but rather an all volunteer-run organization. Most
of the AFTS program activities are funded through the City of Austin‟s workforce
initiative. All funds provided by the city, or donated by the public, are used solely for the
program‟s art supplies, or for the annual AFTS exhibition. The program has operated in
this capacity, and with minimal funding for the past 19 years. The primary mission is “to
provide a safe and encouraging environment where the positive spirit and creativity of
homeless people is nurtured through artistic expression” (www.artfromthstreets.com,
2011). During this time, the program has offered classes to more than 700 homeless
people in Austin.
Early on an important goal for the program was to expose the work of AFTS
participants to the public. The co-directors of the program were interested in the idea of
using this public exposure and involvement to engage the homeless participants in a
space that is familiar to the homeless. Heloise Gold, one of the original co-directors,
explains that it is “the community, the relationships, the creativity, the classes and the art
that are at the heart of the AFTS program” (H.Gold, personal communication, March 29,
2011). She also explained that the program has additional goals such as allowing the
artists to earn an income through the sale of their art. However, she expressed the
sentiment that the central focus of the program is what happens in the AFTS classes,
which comes from focusing on creating an environment where the participants enjoy
making art and being creative.

Inception of AFTS
In order to study the development of AFTS, I interviewed AFTS key leaders, also
known as co-directors, to learn how the program started and evolved over the years.
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Much of the information from the beginning of the program was collected through
interviews conducted with co-directors Heloise Gold, Bill Jeffers, and Christi Pate.
The AFTS was formed after local artists Heloise Gold and Beverly Bajema
began providing food and then later art supplies to Austin‟s growing homeless population
at the Helping Our Brother Out (H.O.B.O) shelter. As Heloise explained:
Me and Beverly were sitting around one day and thought that we would like to do
something to help the homeless. We decided to go down to the homeless shelter,
known as HOBO at that time, and ask if we could just help out in any way. At the
time, we were really interested in getting to know the homeless community. After
volunteering for some time handing out food we got bored and decided that it
would be fun to start doing art. (H. Gold, personal communication, March 29,
2011).
Heloise and Beverly brought some art materials to H.O.B.O and invited those at
the shelter to make art. The shelter clients became more interested in the program.
Heloise and Beverly enjoyed sharing this experience with the initial participants, so in
1991 they established weekly drop-in art classes at H.O.B.O. Painting proved to be the
most accessible medium to share with the H.O.B.O clients, as opposed to other arts such
as dance or performance art. These classes continued through 1992 and 1993 as more
volunteers, including Bill Jeffers and Christi Pate, became involved. In 1993, the large
number of art pieces being created in these informal classes inspired the key volunteers to
organize an exhibition to show and sell the artwork. During this time, Heloise was able
to gain a grant from the Austin Cultural Center to pay for an exhibition of the artwork
that had been collected. With the small amount of grant funding, they were able to pull
together an exhibition of 70 pieces selected from the works collected over the past several
years. Additionally, they got frame shops to donate the materials and labor to frame all
70 pieces. The first show and sale was held during National Hunger and Awareness
Week in 1993. National Hunger and Awareness Week is designed to highlight issues
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facing the homeless. Christi Pate, a founder of AFTS, hung the pieces for the show, and
ended up continuing to help with classes and assisting with other aspects of the program.
Sales from the show generated more than $1,600. The success of this first show was
cited by many of the co-directors as one of the key factors that propelled them and the
program‟s development for the next 17 years.

Other AFTS Milestones
The following table shows AFTS milestones and notes key achievements in the
program‟s history.

Table 1: AFTS Milestones
1994
Art from the Streets receives a cultural services contract from the City of Austin‟s Austin
Arts Commission. The funding supports production of the annual art show
1995
Marilyn Yank begins volunteering as a class facilitator.
1996
The first two day art show attracts more than 1,000 visitors.
1997
Sharon Kolton begins volunteering as a class facilitator.
1999
Eileen Keller of Ideality.com begins publicity partnership with AFTS. Scott van Osdol
volunteers photography services for AFTS annual art show, artists, and artwork.
2000
Austin Resource Center of the Homeless (ARCH), formally known as H.O.B.O, moves
into new facility.
2002
The 10th annual show. AFTS selected as Capstone Project for St. Edwards Graduate
School of Business. AFTS holds first outreach meeting to gather community resources
and support for the program. Initiates process to obtain 501(C)3 designation. Joyce
Pohlman volunteers as the program‟s principal fundraiser for the annual art show. Lynn
Zwern and Robyn Turner volunteer to help with weekly classes.
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Table 1 (continued)
2003
Gene Golembiewski assumes volunteer treasurer and bookkeeper position.
2004
April Jones manages PR for the annual art show. ARCH moves into a new facility.
2005
Layton Blaylock premieres his documentary Art from the Streets at the Alamo Drafthouse
movie theater, raising $1,685 for the project. Austin AdFed accepts AFTS as a sponsored
pro-bono project. Karen Ford leads the Ad Fed PR team. AdFed members donate over
$100,000 of in-kind services. Art sales and donations bring in a record total of $80,600.
Eric Verret begins volunteering as a class facilitator. 3M-Austin donates framing costs
and hosts a year-long show of work by 15 AFTS artists in its Innovations Visitor Center.
2006
Kristin Kreisel heads the Austin AdFed PR team. Alamo Drafthouse hosts second AFTS
fundraiser, showing the AFTS documentary which raises $1,165. Record sales from the
show total $81,000, with 1,800 people attending the exhibit. Eric Verret is the art show
co-director. Yvonne Baughman and Elizabeth Romanella begin volunteering as
facilitators for the weekly classes
2007
Michael Roberts heads the Austin AdFed team providing public relations for the annual
exhibition.
2008
Kristin Kriesel becomes first sustaining volunteer and takes over publicity and
advertising efforts. Dana Marruffo of BuzzPR joins the program and serves as Public
Relations Chair. Bobbie Moore begins volunteering as a class facilitator.
2010
AFTS classes move to the Trinity Center at 7th & San Jacinto. The 2010 show is held for
the first time at the Trinity Center.
Source: www.artfromthestreets.com & K. Kriesel, personal communication, March 15, 2011

AFTS Leaders and Volunteers

AFTS has maintained operations over the past 20 years due to the support and
dedication of several core leaders and many auxiliary volunteers. As an all volunteer-run
organization, funding provided by the city is used exclusively to pay for art supplies used
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in class by program participants. All the individuals who work with AFTS are unpaid
volunteers.
Many of the volunteers have been with the program since its inception in the
early 1990s. They apply their various skills to different areas of the program, to ensure
its continued presence in Austin and maintain its ability to serve the homeless
community. For example, there is a group of volunteers who work primarily in class with
the participants and another group that helps primarily with the organization,
development, and promotion of the annual exhibit. The roles of these individuals have
changed over the years, as various volunteers have switched their focus to different parts
of the program. During my participation with AFTS in 2007, I volunteered in classes. I
worked with volunteers who spent a majority of their volunteer hours helping in the
AFTS classes, but had also previously volunteered with the annual art exhibit.
The following table lists the co-directors and volunteers currently with AFTS. A
short biography is included for each person. Some biographical information was
gathered from personal interviews recorded March 2011, and the remaining biographical
information was obtained from the AFTS website (www.artfromthestreets.com).
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Table 2: Program Leaders & Volunteer Bios
AFTS Leaders & Volunteer Bios
(source:

www.artfromthestreets.com/about_afts/about_us.htm and interviews of AFTS volunteers recorded March 2011)

Co-Directors
Heloise Gold: An original founder of AFTS. She conducts one of the weekly classes,
recruits volunteers to assist with the annual show, and plays a key part in the production
of the annual show. She is a dancer, performance artist, and Tai Chi instructor.
Bill Jeffers: Liaison between AFTS Co-Directors and the professional volunteers who are
responsible for the annual art show's PR campaign. He is a poet, sculptor, and Texas
Workforce Commission employee who has been involved with AFTS since 1993.
Christi Pate: Another original founder of AFTS. For the last 17 years she has served as
Artistic Director of the annual art show and sale, and also facilitated in the weekly art
classes. She is a visual artist with 15 years experience in site-specific sculpture and
painting.
Gene Golembiewski: Treasurer and business manager for AFTS. He manages the
cultural services contract with the City of Austin and supervises the sale of art work at the
annual show.
Yvonne Baughman: A volunteer with AFTS since 2006. She is currently serving as
consultant for the upcoming 2011 show. Yvonne is a visual artist with a B. A. in studio
art from the University of Texas.
Class Coordinators
Elizabeth Romanella: Conducts a weekly class and assists with the production of the
annual art show. She is a retired arts administrator with experience in museum
administration and developing, organizing, and coordinating exhibition programs.
Elizabeth is also amateur painter.
Cindy Price: A class facilitator with AFTS for the past two years. She prefers volunteer
work in the class with AFTS artists. Cindy loves art and took art classes in college. She
helps manage and organize the AFTS storage unit where work is stored from past shows
and for upcoming shows (C. Price, personal communication, March 21, 2011)
Current Class Facilitators
Pat: A friend of Yvonne, which is how she was introduced to the program. Recently
started as a class facilitator after volunteering for the 2010 show. She loves art and is an
artist herself (P. Chapman, personal communication, March 29, 2011).
Pam: Volunteered at a previous art show, and began facilitating in class after her
retirement. She currently manages class scheduling (P. Costello, personal
communication, March 29, 2011).
Allie: Become involved with AFTS after volunteering at the Austin Resource Center for
the Homeless. She is a Psychology a student at St. Edward‟s with a minor in Art, and is
interested in studying art therapy in graduate school (A. Roberts, personal
communication, March 29, 2011).
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Table 2 (continued)
Suzan: An artist who volunteers in the classes several times a month, and is currently the
temporary supply coordinator (S. Manzello, personal communication, March 29, 2011).
Janelle: Another class facilitator who is also an artist (J. Oaks, personal communication,
March 29, 2011).
Rick: A weekly class facilitator since February. He is an avid supporter of the arts in
Austin. (R. Cross, personal communication, March 29, 2011)
Former Class Facilitator
Eric Verret: Became a volunteer class facilitator in 2005, and also performed multiple
jobs assisting in the production of annual art shows. Currently, he helps prepare the
annual art show, but no longer volunteers in AFTS classes. He is an artist with a
Psychology background. (E. Verret, personal communication, March 27, 2011 )
Current Exhibition Coordinator (Marketing and Public Relation)
Kristin Kreisel: Leads the professional volunteer marketing team for the annual art show.
She managed the 2006 team, which was responsible for the show‟s record $90,000 in art
sales, admissions, and donations. She is an Account Supervisor with Enfatico, where she
manages the advertising and direct mail marketing programs for Dell commercial
business functions. Kristin is currently taken on the exhibition coordinator for the 2011
art show. (K. Kreisel, personal communication, March 15, 2011)
Source: www.artfromthestreets.com & personal communications , March 2011

52

Figure 1: AFTS program structure
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AFTS Class Structure

AFTS maintains a simple class structure. Currently, AFTS conducts classes every
Tuesday and Thursday from 1:30 pm to 3:30 pm at St. David's Trinity Center, located in
downtown Austin. Although the classes are two hours long, the class facilitators commit
to an extra hour to allow for time to set up and clean up after each class.
In previous years, classes were held at the Austin Resource Center for the
Homeless (ARCH), a local homeless shelter. The move to the new location at the Trinity
Center has allowed AFTS access to a bigger classroom space then what was available at
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the ARCH. However, when compared to the ARCH, there is no sink in the room to
utilize for water and clean up.
The AFTS classes are open to any person who is homeless or at-risk of becoming
homeless. People who participate in the classes have a variety of backgrounds. Some who
attend AFTS have never taken an art class, while other participants have formal or
informal art backgrounds. Participants are free to attend any or all classes, and come and
go as they please. In class they have the opportunity to create artworks using acrylic
paint, pencils, color pencils, crayons, markers, and collage. There is also room to allow
the participants to store works created for the exhibition.
AFTS does not claim or advertise that they are providing formal art education or
art training in their classes. One exception is drawing classes and art demos that have
occasionally been provided by several volunteers. The participants are encouraged to be
expressive and produce art that is reflective of their thoughts and feelings, but there is no
formal structure to the classes and no constraints on the artists. Many of the program
founders believe that it is this freedom from, or lack of, structure that works best for this
transient and special population. AFTS feels that providing an open and informal space to
be expressive and creative allows the artists opportunity to gain confidence in themselves
and a sense of community with other participants.

AFTS Class Environment
There is little difference between AFTS art room and an art room in a traditional
public school. The walls are lined with art, the tables are covered with paint and
individuals are busy making art. The dialogue between volunteers and the participants
also sounds similar to what you might hear in a formal art class. Program participants use
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art vocabulary to describe elements of their own work and often provide feedback on
each other‟s work.
However, AFTS classes are different in the respect that the class facilitators are
not claiming that the program provides formal art education, excluding the previous
mentioned exception of drawing and demo classes provided by some of the volunteers.
The artists who participate are encouraged to be expressive and make artwork that is
reflective of their thoughts and feelings, but the class provides no transmission of formal
art education. Nevertheless, this non-traditional art environment does seem to foster
elements of art education and an appreciation for the arts among program participants.
Additionally, program volunteers acknowledge that some art education is occurring in
class, and they believe that it comes from the interactions of program participants with
volunteers and among each other.

The presence and impact of art education is also

exemplified by the quality of art produced in these classes, and the artistic growth many
participants have exhibited during their time with the program.

AFTS Annual Exhibit
The annual AFTS exhibition is a critical component of the AFTS program. It not
only provides AFTS participants another opportunity to showcase their work, but it also
gives them a way to earn a profit. Program volunteers organize the artwork for the
annual show. Over the course of the year, on average, there are more than 1,000 pieces
of art on display at an annual show, which takes place each year at the AFTS program
site. The 2010 exhibit was held for the first time at St. David‟s Trinity Center, but in
years past exhibitions were held at the ARCH. Being able to sell their work at the
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exhibition enables the artists to interact with the public and keep the proceeds from the
art sold at the event.
Over the past 20 years, sales of work from all shows combined are more than
$500,000. Less than 10% of this amount has to go to AFTS exhibit costs, allowing more
than $450,000 in proceeds to do directly to the artists (www.artfromthestreets.com). A
three-dollar donation is requested at the door to view the exhibit in order to help cover the
costs associated with the program. As Table 3, shows although there has been a
significant increase in exhibit sales since the show began, sales fluctuate from year to
year. Many of the co-directors believe the increase or decrease in sales may be related to
the amount of press the exhibit receives in a given year.
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Table 3: Annual Exhibition Sales

Source: www.artfromthestreets.com & G.Goldembikwski, personal communication,
March16, 2011
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AFTS Artists
The homeless and at-risk individuals who come to AFTS have varying artistic
abilities, skills, and backgrounds. The AFTS website notes that “most of the artists of
AFTS are untrained. Like any artist, the works they produce are personal expressions of
the world they confront each day and their reactions to it” (www.artfromthestreet.com).
Many of the class facilitators note that the participants, who are invested in the program,
are interested in being working artists. In the program these participants are seen as and
referred to as “artists.” There are about 20 individuals who regularly participate in the
program, some of whom have been involved with AFTS since its inception almost 20
years ago. While there are some very dedicated participants, the transient nature of this
population means there are also participants who come and go from the program,
sometimes leaving for months or years before returning to classes.

A common

observation that many class facilitators have expressed is that a significant number of
AFTS participants seem to suffer from mental disorders.
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PART II: FIELD WORK & COLLECTED OBSERVATIONS

Introduction to 2007 Internship
In the summer of 2007, I began an internship with AFTS. I was interested in
becoming more familiar with the environment, activities, practices, beliefs and
organizational structure of the program. By volunteering as a class facilitator, my hope
was to learn more about how the AFTS program functions, learn about the benefits
participants get from the program, and see if art education plays a role in the program,
and to what extent this might occur. This internship also triggered my desire to explore
the program more thoroughly in my graduate thesis, and to document the programs
purpose and function as a basis of possible future academic study.
Although my Internship included time as a class facilitator, I still viewed myself
as a participant observer and took pains to maintain impartiality and to record the
interactions and activities I saw in a clear and unbiased way. In the classes, I also
embraced my role as class facilitator. Since there was no formal volunteer training or
facilitator guideline, I took my cues from the other class volunteers. On a basic level, how
I came to understand my role as a class facilitator as someone who was there to help
maintain a safe and creative class environment, to provide artistic assistance to the
participants, and to help with class set-up and clean-up.
Being an active participant in the class activities allowed me to develop
relationships with many of the AFTS participants and volunteers. This in turn allowed for
many of the participants to feel comfortable talking with me about the program as well as
themselves. Many of my field notes were recorded both during and after class. While
participating in class activities there were times when I did not want to disrupt activities
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or the flow of the class by taking notes, so I would record my observations when class
had ended. Once the participants were used to my presence in class, it was easier to ask
participants questions and take field notes in class.

2007 Journal Entries
The following journal entries document observations, and describe activities that
took place with the AFTS class facilitators and participants at the ARCH from June 2007
through August 2007. During this time I volunteered in AFTS classes every Tuesday and
Thursday. These journal entries also include notes from my experience with the Annual
Art from the Streets Exhibit that took place on November 3 and 4, 2007.
June 2, 2007 – Initial Contact

I made initial contact with the volunteer coordinator and inquired about interning
with the program over the summer. He was nice and told me the program was always
looking for volunteers and I was welcome to come by anytime. The phone conversation
was brief and he did not ask many questions about myself and did not request any sort of
background check. We scheduled the first volunteer time for Tuesday morning June 5th.

June 5, 2007 – First Day

I arrived at the ARCH, a homeless shelter, midmorning and noticed there were
several people who appeared to be homeless lingering around. As I approached the front
door of the ARCH, I noticed a line of people waiting to enter the shelter. While standing
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in line waiting to enter the shelter, I was a little intimated and felt that some of the
gentlemen standing around were watching me. Once I reached the front of the line, I was
buzzed-in through an electrically locked door and told to put my things through an X-ray
machine. I was then ushered through a large metal detector. After my bag cleared the Xmachine, I was directed to a landing on the second floor where the AFTS classes were
held. The inside of the shelter was not what I expected it to be. The lobby was similar to
the environment you would find in an airport, and had many individuals waiting around,
sleeping, or talking to each other.

This was somewhat surprising because it never

occurred to me that there might not be much for the homeless to do at the shelter, other
than wait around. The door to the art room had an electric lock that has to be buzzed
open by a shelter staff member. This is also the area where the shelter staff dispenses
toilet paper, razors, small cups of green mouthwash, and toothpaste to ARCH clients.
Once buzzed into the room I discovered a very different environment than what I
had observed so far. The AFTS art room was a typical art room similar to those found in
any high school. The walls were lined with art and even a color wheel poster. There were
large cabinets, multiple storage racks, and large tables covered in paint. About seven
people were hutched over paintings at different tables, and no one really seemed to
acknowledge me when I entered the room. I then found Eric the volunteer I had spoken
with on the phone, who welcomed me and introduced me to the participants who where
there working.
Eric informed me that if the participants, also known as artists, have questions the
volunteers meet with them, give them advice, or help them with ideas. He said I was
welcome to speak with people or make my own art. He also informed me that he is an
artist himself and that he has been volunteering with the program for almost four years.
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I asked him about art education and if he believed art education was a part of the
program. I was curious because I had been getting mixed messages about the role of art
education from other people who had volunteered with the program. He believed that art
education was happening in class, but not in a formal or structured way. He felt it was
happening through the artists‟ interaction with the volunteers and with each other. He
mentioned that one of the volunteers, Yvonne, was teaching a more formal drawing class
on Thursdays. He stated that participation in the drawing class was slow to start, but felt
that artists who were attending the class regularly had significantly improved their skills
and work. I was invited to attend the drawing class on the following Thursday.
For the rest of class, I took the opportunity to become more aquatinted with some
of the artists and the work they were doing. Everyone in the class was very friendly and
excited to share what they were working on. Much of the work was abstract in nature
and made with bright color acrylics, watercolors, or mixed media. One artist, Raùl, has
strong drawing skills and was working on a portrait of two shelter staff members. He
worked from a photo and also used the grid method. The work had a good composition
and included a large colored border with a thin application of paint. I also spoke with
another artist, Sam, a photographer who enjoyed taking pictures of lighting. He had a
laptop where all of his photographs were saved, and he showed me his collection of
photos. His work was strong, and he told me that some of it had been highlighted on the
news. Sam said that he was living with the preacher of the church he goes too, and was
able to keep his things there.
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June 7, 2007 – Yvonne, Drawing Class, Allen B, Iya

I arrived for the last part of the drawing class, where there were several artists
drawing a volunteer who was modeling, while other artists worked on their own pieces.
Another volunteer positioned a light on the model so the artists could draw shadows and
practice shading. I walked around and observed what the artists were drawing, several of
whom showed a real attention to detail and shading.
I spoke with an artist, Allen, who showed me his work. Many of the paintings
were watercolor abstract compositions. He told me he never took art classes in school,
and had run away from home as a teenager. For never having taken any art classes, I was
surprised by the language he used to describe some of his work. He used art terms such as
emphasis, balance, and abstraction when describing his compositions. I sat by him for the
rest of class sketching in my journal while he worked on a large painting. Periodically he
would ask me what I thought about his painting and if I liked the colors he added.
Halfway through class another regular volunteer showed up to help with the class.
Ira, the volunteer, was a young graphic designer who had been volunteering with AFTS
for several years. During class she worked on a painting and conversed with me and some
of the other artists. After class we discussed her perceptions of the program and the role
art education plays in AFTS. She felt it had been a struggle to get some of the founders
to change anything about the program, because she believed that they were afraid of
taking the “rawness” out of the artists‟ works. She also discussed how program
participants see themselves as artists and want art to be their career. Ira felt for the
participants to be in galleries, and be working artists they need more art education. She
continued to describe some friction she felt existed between some of the volunteers who
want to make changes to the program, and others who want to keep it the same.
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June 12 – 14, 2007 – Meeting founders, Art Facilitators

This week many of the artists began to feel more comfortable with me. I spent
time with Heloise and Christi, two of the program founders, and asked them how they felt
about art education. They informed me the program was set up to be an environment
where the artist can learn from the volunteers and each other, but learning is not limited
to or predicated on a traditional art education approach. Furthermore the program‟s
design allowed for freedom, and the goal of the program is not to provide the artists with
formal art training, but to give them a place to express themselves creatively and develop
a sense of community. Heloise and Christi felt the drawing classes were beneficial even
though class turnout had been low. Christi believed part of the difficulty with teaching
the drawing class is the transient nature of many participants, and although there are
several artists who have been with the program for years, many people only attend a class
or two and then never come back.
The volunteers I had met up to this point had connections to the arts, and several
were artists, but they are not art educators. The majority of program volunteers function
as art facilitators rather than art teachers since they do not teach specific artistic skills,
principles, or lessons. The focus is instead on discussing the artists‟ work with them,
facilitating discussions, or making suggestions on how to make the work stronger. I
enjoyed participating in a class using this approach, but I also let the participants know I
was a high school art teacher.
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June 19 – 21, 2007 – Engaging the Artists as a Facilitator

I spoke with several artists who had been at every class since I began
volunteering.

I was interested in learning about their histories, art education

backgrounds, and their interest in receiving more formal art education. One artist, an
older Hispanic woman, has previously participated in an art program run at homeless
shelter in Oklahoma that had more of an emphasis on crafts like weaving and paper
machè. Much of the work the artist showed me had a child-like nature, using bright
colors to paint objects such as flowers, birds, and abstract designs. She was working on
a particular painting and expressed frustration while trying to paint feathers. I offered to
demonstrate some blending techniques and modeled the blending of light and dark hues
to give the appearance of texture. The artist mentioned her difficulty with this new style
often practicing it several times. Understanding that mastering new skills can take time, I
assured her that she would improve with practice, and would benefit from trying new
things and challenging herself.
I had similar experiences with other artists. Raùl was working on a painting of a
baby and I helped him blend different types of skin tones, and talked with him about how
baby features differ from those of adults. We also talked about his history and how even
though he had no real formal art training he had previously worked for a welding artist in
Mexico. His abilities were some of the strongest I had seen in class, not only in terms of
skill but also the quality of his ideas. Much of his work referenced his feeling or
Mexican culture which was a major theme in many of his pieces. When he found out that
I was an art teacher he asked me for ideas how to improve some of his work.
I also helped another artist who had a good eye for copying and drawing with
shading techniques. She told me that when she was growing up, she had always wanted
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to take art classes. A lot of her work was drawings and paintings of cartoon characters.
She spoke with me about hoping to sell her work at the exhibit, and how it might appeal
to mothers who would buy the paintings for their kids.
My interactions with the artists brought out the teacher in me and I had a hard
time not showing the artists different painting techniques. The artists did not seem to
mind me showing them things, and some even asked me directly how to mix specific
colors. One of the volunteers saw my interactions with these artists and suggested that I
teach a lesson on blending colors. I liked the idea at first, but I felt that I was there to
learn about how the program is run, not to change it. I decided it was best to help
individual artists in a teaching capacity if asked, but I would not push lessons on the
whole group.

June 26, 2007 – More Conversations with Artists –New Volunteer

When I arrived at the drawing class, one of the participants was modeling for
some of the others artists. Other artists were practicing drawing flowers by studying
large photos of different flowers that one of the volunteers had brought in. I sat down
and sketched the model too. After his modeling session was over, he came over to see
what I had drawn. He liked the drawing so I gave it to him. He then asked me if he could
practice drawing me, so I sat and modeled for him for an hour, and afterwards talked
about his daily routine. He mentioned that he didn‟t sleep at the ARCH because his stuff
had been stolen from there before. I wondered when and where he does most of his work
since he was always working on a new painting each class. He also brought a collection
of drawing supplies and a large black portfolio with him to class. He said that when he
was not in class at AFTS he was in the public library doing his artwork or looking for
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pictures to get ideas. He mentioned that he was in contact with a guy who runs a coffee
shop and that he was trying to finish enough work so that he could display his work there.
I asked him if he was interested in taking other art classes, which he was but he said he
could not afford it.
A new person also began volunteering that week. She was a woman in her sixties
who told me she had been an art teacher and a graphic designer for some years. She noted
that she was required to do some court-ordered community service and had decided to
volunteer with AFTS because it was arts-based and because of her background in art. She
was excited that there was not much required of her other than to help the artists if they
asked for assistance, giving her time to paint or draw on her own.

June 28, 2007 – Conversing with Different Artists

Today I sat with an artist in his early twenties who mentioned that his work had
gotten better since he stopped smoking crack. I had assumed that some of the artists
struggled with chemical dependence, but this admission was the first vocalized
confirmation of my assumptions. We sat across from each other at the table and I drew
him while he painted me. His painting was an abstraction of oranges and reds, with me
depicted as a small figure in the center of the composition. You could make out some
qualities of a human face and my big curly hair framing my face.
There was another young artist in the class. He showed me some of his work
which was inspired by September 11th and told me that he had spent some time trying to
get into the art scene in New York City. Most of the work he showed me was abstract,
but it featured some recurring images such as the British flag, the Ferrari logo, trains, and
eyes.
67

July 3, 2007 – Advice from Eric on Artist‟s Behavior

The artists were disappointed when they found out that class would be canceled
because of the Fourth of July Holiday. They were also told they would have to submit
their artwork by the end of the month to have it matted for the November exhibit. I was
told that it might get a little hectic, and that classes would probably be full over the next
few weeks as the artists scrambled to complete their work for the exhibit. I had noticed
the classes had been filling up. There were now often fifteen to twenty artists packed into
the small room. When the classes get crowded the limited number of tables to work at
sometimes caused conflicts among some of the artists. Eric, the volunteer that I had first
met, told me not to be surprised if any of the artists got upset or aggressive because of the
overcrowding. He said if, and when that happened, to let him know and he would ask
them to leave for the day. Eric was good filling me in on some of the issues or quarks of
various artists so that I felt comfortable in class. He talked about how some previous
volunteers were not used to being around individuals with mental illness, and were
sometimes uncomfortable and didn‟t know how to act around them. But he told me he
had noticed that the artists seemed to respond very well to me, and liked having me
around.

July 10, 2007 – Classroom Incident

As the class became crowded things got more hectic and tensions started to run
higher. Sam, the artist who had shown me his photographs, was in class with his digital
camera. As he was taking pictures one of the artists got really upset. This artist had been
with the program for a long time and was very popular. He often worked in the back
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corner of the room and although no one had mentioned anything about him to me, I
guessed based on his behavior that he suffered from a mental disorder which seemed to
cause heightened tensions. He was very nice, but often rambled about conspiracies.
During the past few weeks he told some of the volunteers that he knew the FBI had been
coming into the art room, taking pictures of the work, and posting it on the Internet. He
was convinced they were doing this to make money from the artists‟ works. Some of the
volunteers settled him down and told him the room was locked when they were not there,
but, when Sam began to move around the room with his camera the artist began to shout
at Sam for taking pictures. I approached Sam and said it was important to respect
individual artist‟s right to privacy and pictures in class should be taken with permission
from the artists. I asked him if he could erase the photos which depicted the work of the
artist who did not wish to be photographed. Eric stepped in and tried to console the
frustrated artist, reassuring him that Sam was not taking pictures of his work. The artist
settled down but he was still too frazzled to stay in class, so he packed up his things and
left. Eric assured me that the artist would be back for the next class, but his illness made
him susceptible to this type of behavior.

July 12, 2007 - Organizing Artwork

Several volunteers were in class this week helping to get things organized for the
exhibit. I helped pull out work that had been left in the horizontal and vertical racks,
organize it, and then began to identify unsigned work. After becoming familiar with
many of the artists and their work, it was easy to match many of the artists to unsigned
work. The volunteers helping with this project informed me that they had a real problem
with artists not signing their work. During class I also hung some of the unsigned work I
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came across around the classroom. The walls in the classroom make it easy for the artists
to hang and display their work. The walls are covered with the artists‟ work, which often
when completed, is immediately hung on the wall to dry. While we were working the
other volunteers noted that although the class space was small, it was much nicer and
more functional than their space at the previous homeless shelter.

July 17, 2007 – Shady Participant – Artist‟s Expulsion

Today I had an unsettling encounter with one of the program participants. His
behavior was very strange and he continued trying to speak with me the entire class, even
though he was not working on any art piece. I was polite, but I was skeptical of him. He
continued to talk about his time in prison and then finally left to meet his parole officer. I
was later told to be careful with that guy and not to trust him. Apparently he had been to
classes before, but had never done any work. He had also followed one of the female
artists out of the shelter and wouldn‟t leave her alone.
I made it a point to speak with an artist who had missed the last week of classes.
She said she had missed the last two classes because she was expelled from the ARCH
shelter for a week because she had yelled at a man who was belittling her. She was very
upset at having missed class and said she was staying away from the man she had fought
with, to avoid getting kick out of the shelter and missing class again. During class she
also showed me some small sculptures of a little bear holding a heart, and a small heart
shaped basket that she had made from toilet paper.
For rest of class, I rearranged artwork hanging on the walls. I hung the unlabeled
works and posted signs asking the artists to help identify the work. I also made a sign
reminding artists to sign their work and placed it over the sink.
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July 19, 2007 – Participant Excused from Class - Injured Artist

The same participant who made me uncomfortable in the last class was there
again. I was warned by some additional volunteers to be careful with him. Later, this
participant was asked to leave if he wasn‟t going to make any art. So far he was the only
person I saw who was made to leave the program.
Another artist showed up for class on crutches, as he had broken his foot. The
hospital had given him pain medication and he was giddy. He positioned himself at a
table and asked me to get him some supplies. As he was painting he fell asleep in his
chair. He slept for the rest of class.
Another artist in class, working on a large canvas, was painting horses. He had no
previous formal art training, but had a natural eye for drawing and painting. He was
working from a photo, and his piece was very realistic.

July 24 – 26, 2007 – Submitting Work for Exhibit- Artist‟s Resume

This week the artists‟ work was collected to be matted for the show. A volunteer
visited with each artist and took an inventory of all the pieces that were being submitted
for matting. She had them sign the inventory sheet to verify they were aware of the works
she had taken. The process was very organized and helpful since many of the artists have
so many pieces, and work can easily be misplaced. The program had an arrangement
with a framing shop that agreed to do all the matting for the show free of charge. This
was the first year they had collected pieces for matting so early before the exhibit. Eric
told me he thought the earlier deadline for matting would upset some of the artists who
had not finished their work yet. The artists did not like missing out on the matting
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because they believed the matted pieces looked more professional and sold better at the
show. The artists were still able to submit pieces after the matting deadline; the work just
would not be matted for the show.
This week I helped one of the other artists rewrite his resume to look more
professional. He told me he liked making art and tries to sell his work on the streets, but
he was sick of being homeless and wanted an apartment. Like many of the other artists, I
felt bad for him because it seemed like he was dealt a bad hand in life and was faced with
tremendous obstacles. He had left home with nothing when he was young and now in his
thirties he still had nothing. Many of the AFTS artists seem to have no family or support,
but one of the more positive aspects of the program is that it gives the artists and a
vulnerable population in a tough situation an opportunity to at least make friends and
have a place where people know them and care about them.
Another long time program regular had recently started talking to me and asking
my opinion about his work. He was interesting because he was one of the few AFTS
artists who did have an art education background. He told me that he graduated from UT
with an art degree and that in his younger days he lived as a starving artist in New York
City. You could tell from his work that he was an experienced artist. His work was
abstract but appeared to be very deliberate and have intent. He had significant skills in
arranging, mixing, and picking colors. His work looked like would that could be found in
a gallery.
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July 31 – August 2, 2007 – Upset Artist – Sellable Artwork

Things had died down a little since the matting deadline passed.

Only the

regulars were coming to every class. I spent most of the week talking with these artists
and critiquing their work with them.
This week one of the artists came into class late. He was angry because he had not
been let into the shelter for the drawing class which started at 10:00 am. He said that he
was ignored by the shelter staff and not let in even though he explained he was there to
attend the drawing class. Eric explained to him that the shelter doesn‟t open until 11:00
and that some of the staff may not have been aware of the drawing class schedule. He
reassured the upset artist that he would talk to all the shelter staff about allowing the
artists in for the drawing class.
An artist showed up this week that I had not seen in class before. He was one of
the artists highlighted in the Art from the Streets documentary and he showed up to turn
in work. I approached him and told him that I had seen him in the video and was
interested in his work. He was surprised to hear this, but was happy to show me his work.
A lot of it was from last year and several of the pieces were scenes of the beach. He
talked about how he liked to paint the beach because it reminded him of the places he had
been, but he also noted that beach scenes don‟t sell that well.
This was not the first time that I had heard artists talk about selling work, and
appeared to be something that was always in the back of their minds. It seemed many of
them often thought about or focused on making work they thought would appeal to
buyers. Some of the artists even told me they knew when they had made a piece they
thought would sell, and interestingly enough, I often found myself agreeing with them.
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Even though most of the artists were self-taught, they seem to know when they had made
a piece that would appeal to the public.

August 7 – 9, 2007 – Organize Cabinets

I informed the artists that I have to go back to work soon, so next week is my last
week volunteering at AFTS. They ask me if I‟m going to go to the art show.
A guy comes into class that I have never seen before. He has with him a model of
a church that is made of broken Popsicles sticks and pebbles he collected from the
ground. The construction of the model was amazing. He had rigged hinges onto the roof
of the small model so that you could look inside. He also used colored paper to give the
appearance of stained glass in the windows.
This week I also cleaned out the storage cabinets in the art room. I pulled out
trash and tried to organize the cabinets so that supplies were easier to find. While
cleaning out one of the cabinets, I found several old programs, postcards, and photos
from past exhibits. Some of the supplies I found were for the exhibit, and were things the
volunteers didn‟t even know they had.

August 14- 17, 2007 – My Last week

I decided to spend some time labeling all the supply bins and the outside of the
cabinets, so that the artists could more easily find things, and everyone would know what
was in each cabinet. It appeared the cabinets had not been cleaned out or organized in
several years. Things were calm my last week at AFTS. I said goodbye to several artists.
My main reason for interning had been to experience the AFTS classes and get a feel for
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the population they serve, and see what kind of role art education played in the classes.
Reflecting back, the classes felt like normal art class, and that art education was
happening, just not in a way you would expect. The artists seemed to really synthesize
what they learned from the volunteers, from each other, and from what they saw every
day on the streets. The program gave them more than just an opportunity to express
themselves it gave them a place to form a sense of community. As part of the population
that is often alone and lacking support, AFTS allowed them to have an identity, and
receive praise for who they were, through the art they made.

November 4, 2007 – The 15th Annual Exhibit

I volunteered towards the end of the show and to help clean up but I made sure to
arrive in time to see the exhibit and visit with some of the artists. I knew that there would
be a lot of artwork up, but I was impressed by the hundreds and hundreds of pieces that
were on display.
I caught up with several of the artists I had seen in class over the summer and was
glad to hear the show had gone well for them. One of the artists pulled out his latest
piece to see what I thought. I was surprised the see some changes to his work compared
to what he was doing during the summer. Some of the pieces had thicker applications of
paint compared to his earlier work which tended to be thin acrylic layers that looked
more like watercolors. His compositions also seemed more complex and thought
provoking. Some of the works that I had seen him make over the summer were simple
portraits with broad borders, but he also had a group of paintings that displayed more of a
surrealist narrative. Those were the ones I liked the best and I was happy to see that his
current work was expanding on those themes.
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Dennis was at the booth across from Raùl. I was happy to see that he had sold one
of the pieces that we had talked about together. It was a painting of a dark mountain
landscape with an eerily, calm purple sky.

Several of the other artists I ran into

mentioned it was a slow attendance year and there was not as much foot traffic as there
had been in years past. Two particular artists were discussing how the show didn‟t seem
to get as much press as last year. I helped break down the exhibit, organize the remaining
art work, and clean up. I was also able to speak to some of the volunteers and we
discussed their perceptions of the how exhibit had gone. They were pleased with the
outcome, but I was disappointed to find out one of the artists I enjoyed working with the
most had not sold any of his work. One volunteer expressed the sentiment that this
particular individual may have priced his work too high.
I would later find out the art sales from the 2007 show totaled $68,000 dollars.
Although this was a significant amount, it was approximately twenty thousand dollar less
then they made at the show the previous year.
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Part III: Visual Documentation of AFTS
Examples of Participant Artwork

Figure 2: Art by Debbie Cantu

Figure 3: Art by Debbie Over

Figure 4: Art by Dennis Williams
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Artist’s Work Continued

Figure 5: Art by Laura Creitz

Figure 6: Art by Hugh Miles

Figure 7: Art by John Curran
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Program Site

Figure 8: Art class at the ARCH location

Figure 9: Art class at Trinity Center
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Figure 10: AFTS Artist at work

Figure 11: Art Storage

Figure 12: Supply Cabinet

80

Figure 13: AFTS Reminders #1

Figure 14: AFTS Reminders #2
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CHAPTER 5
INTERGRATION of CBA COMPONENTS

For a program to be sustainable and successful, it is important that it has the
components that allow it to carry out its mission, and live up to its purpose and vision.
Additionally, a program‟s ability to expand or access funding may also be enhanced by
the presence of components and best practices found in model programs. This chapter
explores if, and how well, AFTS integrates these essential components and best practices
from other CBA programs serving the homeless into their own program.
While AFTS has been operational for the past twenty years, they are at a critical
juncture in their program‟s history. Many of the key leaders and volunteers who have
sustained the program on a purely volunteer bases are leaving their organizational roles in
the program to pursue other interests. As a result, many program leaders and volunteers
have determined that in order to keep the program going they must move towards
developing AFTS into a non-profit organization to improve access to funding
opportunities and bring new volunteers to the program.

Examining the essential

components of other successful CBA program that serve the homeless and vulnerable
populations, and determining how well AFTS integrates these components into their
programs, can highlight improvements and recommendations that could be used to
improve AFTS.
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Overview of Essential Components
The literature review identified several CBA components that are essential when
serving vulnerable, at-risk, under-served, and homeless populations. These components
were used to organize my analysis of AFTS and serve as the basis for my
recommendations to help improve the program.

These components include: (a)

maintaining and establishing partnerships and collaborations, (b) fostering personal
growth and confidence in program participants, (c) building a sense of community and
belonging, (d) engaging the art community, and (e) providing effective art instruction and
art education.
Although these components are an important part of CBA programs that serve
the homeless, they are not the only components that make these types of art programs
successful. I also would like to reiterate that since AFTS is a volunteer-run program, and
not a heavily funded and well established non-profit organization, many of the program‟s
current practices were developed organically, and less influenced by intentional design or
specific type of program model. Nevertheless, by exploring AFTS integration of these
components into their program, it is possible to give the program organizers and the field
of art education an opportunity to utilize my research and findings to further CBA
program development.

MAINTAINING AND ESTABLISHING PARTNERSHIPS/ COLLABORATIONS
AFTS has several key partnerships in place that have helped the program continue
operating. Two organizations that have partnered with AFTS and provided significant
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access to funding over the years are Women and Their Work2 (W&TW) and the Austin
Community Foundation3. These partnerships have helped AFTS apply for grants, receive
funds through the Texas Workforce Commission and the City of Austin, and collect
individual donations. In addition to being the conduit through which AFTS can receive
City of Austin funds, W&WT provides AFTS with liability insurance, which is required
by the city to cover program operations and events. This partnership gives AFTS access
to their postal service non-profit bulk mailing rate. W&TW has also helped publicize the
annual AFTS exhibit by sharing parts of their mailing list.
AFTS‟s other key partnerships have been with the organizations that have
provided the space for AFTS classes and the annual exhibit. For years, the Austin
Resource Center for the Homeless (ARCH) was the original program site.

This

partnership gave AFTS rent-free space to host their classes and exhibit. During the
program‟s history the ARCH allowed the program to move with them into their new
facility each time ARCH was relocated. In 2003, when ARCH was developing their new
downtown facility, they even worked with AFTS to design a classroom specifically
tailored to the program‟s needs. AFTS had the walls in the new classroom lined with
special paneling that let them hang large amounts of art quickly and easily. The space
also contained a sink and built-in cabinets for storage. However, the space ended up
being too small to support the number of artists who were regularly attending class.
In 2010 the program was given the opportunity to partner with the Trinity Center4
at St. David‟s Episcopal Church. Like the ARCH, the Trinity Center agreed to provide
2

Women & Their Work is a visual and performing art organization and gallery located in central Austin.
W&TW has helped AFTS reduce the program’s financial burden by including them under their non-profit
umbrella.
3 Austin Community Foundation is a philanthropic non-profit organization that has allowed AFTS to set up
an individual fund so AFTS may receive public and private donations.
4 The Trinity Center is a 501(c)(3) non-profit organization founded by the parishioners of St. David's
Episcopal Church to help the homeless community. As listed on the Trinity Center website, their mission is

84

rent-free space for AFTS classes, and provided space for the exhibit at St. David‟s. The
Trinity Center‟s executive director, Irit Umari, explained that the partnership was a
natural fit because both organizations seek to help the homeless and see them as
individuals. She also commented that “it has been an honor to host the [AFTS] program”
(I.Umari, personal communication, March 31, 2011). She felt that collaboration was
mutually beneficial. AFTS receives free space for classes, and the Trinity Center is able
to mention their partnership when applying for grants.

Interview Analysis
When I began discussing AFTS‟S partnerships and collaborations with program
leaders and volunteers, I got mixed reviews regarding their benefits and effectiveness.
There also seemed to be confusion about the partnerships with AFTS, and the extent of
the benefits that are actually provided. One of the AFTS program leaders felt the
partnership with W&WT could be more active (B. Jeffers, personal communication,
April 11, 2011). One of the class facilitators felt the partnership with St. David‟s and the
Trinity Center was not being used to its full potential, and more could be done to enhance
the relationship, yielding additional benefits for both organizations (E. Romanella,
personal communication, March 17, 2011). Another volunteer believed AFTS lacked
significant partnerships, or failed to maximize current and past partnerships (E. Verret,
personal communication, March 27, 2011). Analysis of AFTS documents revealed past
partnerships that had been in existence, but over time were not maintained. These

to serve “the spiritual, emotional, and physical needs of people experiencing homelessness and poverty in
Austin.” (www.trinitycenteraustin.org, para. 2). They offer a variety of weekly programs and activities for
the homeless including financial assistance, support groups for women, food, clothes, Internet, and phone
services.
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partnerships involved working with marketing firms or PR agencies that assisted the
program at free or reduced rates (K. Kriesel, personal communication, March 15, 2011).
Some AFTS leaders and volunteers noted that during the years there were PR and
marketing partnerships with AFTS there was a positive impact that led to increased
attendance and sales at the annual show (K. Kriesel, personal communication, March 15,
2011; E. Verret, personal communication, March 27, 2011).
A fluctuation in partnerships and collaboration with other organizations is not
uncommon for many CBA programs. Relationships between organizations can only last
and be strong if there are individuals from both sides who are able to dedicate the
substantial time and work required to make the partnership successful. Despite some of
the partnerships that did not last, or were not fully developed, AFTS would not have
lasted so long, and may not even exist, without the support they received from groups
such as ARCH, the Trinity Center, and W&TW.
Regardless of the degree to which interviewees realize the benefits of current or
past partnerships, all agreed that cultivating relationships with other organizations is very
important. Furthermore, the program leaders are interested, and actively engaged in
fostering the partnerships they have, as well as establishing those that are new. However,
in order to achieve this goal ATFS must first strengthen their organizational structure and
determine which type of partnerships would be most beneficial for the program.
Currently, the program is starting this organizational review and evaluation process as
they begin to apply for non-profit status. These changes and the process AFTS is going
through will not only help them evaluate and maximize partnerships, but become a more
effective program as a whole. AFTS is taking the beginning steps toward establishing a
more sound organizational structure, set-up a board of directors to oversee the program,
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and form advisory committees to manage different aspects of the program including
volunteers, fundraising, and marketing.

Participant Survey Results
Though the AFTS artists are not involved in the establishment or maintenance of
partnerships, I wanted to determine if the participants believe these partnerships are
beneficial to AFTS. The survey results reveal that almost two-thirds of the artists strongly
agree or agree that the organizations that work with AFTS make the program better. A
similar amount of artists strongly agree or agree the organizations that work with AFTS
give them access to more art opportunities. Even though most respondents were positive
about the benefits of AFTS partnerships, there was also a significant amount of artists
who listed “neutral” as their response. This could indicate that some artists may not have
understood the questions, or they were unsure of the organizations that partner with
AFTS.
Table 4: Establishing and Maintaining Partnerships and Collaborations
Survey Question

N

% Strongly
Agree and Agree

Mode

1) The organizations that work with AFTS make
the program better.

23

65.2%

Strongly
Agree

2) The organizations that work with AFTS give
me access to more art opportunities.

23

60.8%

Agree
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RECOMMENDATIONS
As mentioned earlier, organization is one of the keys to increasing partnerships
and maximizing collaboration with these partners for AFTS. Effective communication is
also important for fostering these new partnerships and collaborations. During the
interviewing process I posed the following question, to different program leaders and
volunteers: “What type of partnerships and collaborations does AFTS need?”

The

answers that I received provided me with some insight into some of the partnerships that
would benefit the AFTS program:
1. Mental Health Professionals Partners - I observed during my involvement
with AFTS classes, and it was noted by several of the class facilitators, that
some of the AFTS participants suffer from varying types and degrees of
mental disorders (E. Romanella, personal communication, March 17, 2011; C.
Pate, personal communication, March 20, 2011; C. Price, personal
communication, March 21, 2011; E. Verret, personal communication, March
27, 2011).

Many of the volunteers have art backgrounds and often lack the

experiences, preparation, or training necessary to handle conflicts arising from
mental health issues. One volunteer commented there were times when class
facilitators felt they could have used the guidance or support of mental health
professionals (E. Romanella, personal communication, March 17, 2011).
AFTS needs to partner with organizations that are knowledgeable about, or
provide mental health services. This can be achieved by enlisting a volunteer
case worker, or mental health professional who can field mental health
questions and provide AFTS volunteers with guidance. I recommend that
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AFTS target intern candidates from the school of social work at the University
of Texas. Establishing partnerships with state mental health agencies can also
help AFTS volunteers to guide AFTS participants towards services that might
help them manage a mental disorder.

2. Homeless Resources Partners - One of the greatest benefits of AFTS is the
intimate and trusting relationships that develop between artists and volunteers.
AFTS can use these relationships to help steer the participants to necessary
services that could improve the artists‟ lives.

If recommendations or

information for homeless services is provided to the artists by someone they
trust and have a working relationship with, then they may be more likely to
seek out and benefit from these services. Therefore, I recommended that
AFTS increase their collaboration with, and seek out additional partnerships
with organizations that provide services for the homeless and at-risk
populations.

AFTS is in a unique position to help connect homeless

individuals with groups that provide housing, employment, health, and other
services. Although this may seem outside the traditional scope of AFTS
practices, I feel it is important because as much as AFTS is about art, it is also
about helping the homeless. Some ways to achieve this can include AFTS
learning more about the resources that are available to the homeless and
making this information more ready available in class. This might be as
simple as having printed materials about services in class, or can involve
training volunteers about the different resources available and the benefits and
services they provide. There are many local organizations that provide a wide
range of services.

To begin developing such partnerships, AFTS should
89

consider collaborating with some of the following homeless advocacy and
support groups:


Austin Resource for the Homeless



Capital Area Homeless Alliance, Inc.



Caritas of Austin



Community Partnership for the Homeless, Inc.



Foundation for the Homeless, Inc.



Homeless Media Project



Homeless Network of Texas



House the Homeless, Inc



Texas Low Income Housing Information Services

3. Alternative and Additional Exhibition & Sale Venues - One desire
continually expressed by many artists is the need to have more opportunities
to sell and exhibit their artwork. Other than the annual exhibition, limited
opportunities have been developed for artists to show or sell their work, and
these opportunities only happened because of the initiative taken by individual
volunteers. Therefore, I recommend that AFTS make it an organizational
focus to procure partnerships that will enable more artists to display or sell
their art. These partnerships can involve professional businesses, offices, and
restaurants, and can be mutually beneficial because they would increase the
visibility of AFTS, while allowing these venues to show they are socially
conscious by promoting art and helping the homeless. AFTS should also
consider securing partnerships with arts organizations such as galleries,
museums, or arts festivals to display and promote AFTS artwork.
90

One

possible exhibit opportunity that should be explored is the public gallery space
located inside Austin City Hall. This is a prominent exhibit opportunity that
has been used to display work from other public and non-profit art programs.
These partnerships with art organizations could help improve the perceived
legitimacy of AFTS work within the Austin arts community. In order to
increase these opportunities I recommend that AFTS enlist a volunteer to
exclusively solicit alterative venues sites for exhibition. It might be beneficial
to consider recruiting a volunteer with an arts background or exhibition
experience.

4. More Media/Advertising Partners - Many of the volunteers and participants
expressed interest in having improved marketing and increased advertising for
the annual art show. I believe it is important to establish new and lasting
partnerships with advertising and marketing firms in order to generate more
interest in the show. Such a program would be very beneficial to AFTS artists
and help make it a more successful event. To increase advertising and media
partnerships, AFTS should look at using advertising and marketing interns
from local universities, or dedicating a volunteer specifically to this endeavor.
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DEVELOPING PERSONAL GROWTH AND CONFIDENCE

Interview Analysis
It was noted by almost all volunteers and artists that one of the greatest benefits of
AFTS is its ability to develop the confidence and self-esteem of program participants.
According to one class facilitator it is very powerful to watch a person transform from
being an empty shell to a person full of confidence. He explained that when the homeless
walk down the streets they are like ghosts because people will look right through them
(E.Verret, personal communication, March 27, 2011).

“Making a person believe in

themselves again” is at the heart of the program, and is accomplished by providing a safe
and inviting environment that encourages the artists to explore their creativity and be
seen as individuals (E.Verret, personal communication, March 27, 2011). Another
volunteer noted that being creative, making art, and showing their work gives the artists a
sense of self-worth (S. Manzello, personal communication, March 29, 2011). Several
volunteers described the pride they saw in AFTS artists who presented their artwork at
the annual show (K. Kreisel, personal communication, March 15, 2011; H. Gold,
personal communication, March 16, 2011; E. Romanella, personal communication,
March 17, 2011; C. Pate, personal communication, March 20, 2011; C. Price, personal
communication, March 21, 2011; S. Manzello, personal communication, March 29,
2011). Furthermore, one of the program leaders explained that she feels the program has
been beneficial to the participants by allowing them to find respect for themselves and
earn it through their art and creativity. She added that the participants benefit from
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knowing that someone cares about them, and felt the program has been good because it
has given many artists a voice (C. Pate, personal communication, March 20, 2011).
After speaking with AFTS leaders, volunteers, and participants, it is clear to see
that the artists gained confidence in themselves through the process of making art and
selling it. In class, participants often engage the facilitators to discuss their art, and they
seem to take pride in showing their work. This sense of confidences appears to be a
direct result of the participants having a space and the opportunity to be creative and
produce art. Often, their creativity can only happen because they are working in a safe
environment and are able to let down their guard. Without this safe environment the
opportunity to be creative and produce art might not be possible. One of the volunteers
explained, “In the class it is safe. No one gets cussed at, or stabbed. It is very powerful
for them to have a room where they are safe, and if someone messes with them that
person will be kicked out” (E. Verret, personal communication, March 27, 2011).
The class facilitators are directly responsible for fostering this class environment.
The general role of these facilitators is to manage the class, oversee the supplies, help
with set-up and clean-up, and provide guidance when needed. However, Eric also
explained in his interview that the role of the class facilitator is also “to make sure that
everyone is able to get along” (E. Verret, personal communication, March 27, 2011). He
believed the harsh situations many of the participants experience create conflict for them
in life, and in themselves, and he felt that the class facilitators help build a relationship of
trust with the artists. He added that only when the artists are able to feel comfortable and
let down their guard are they able to be really creative and make art (E. Verret, personal
communication, March 27, 2011).
While observing the interactions between class facilitators and AFTS artists, I saw
that many of the relationships were open and comfortable. The class facilitators were
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often good listeners, positive about the artists‟ work, and used encouraging and positive
language. Criticism was constructive and there were not people knocking down anyone
else‟s art. These behaviors helped create an atmosphere of trust and security. Many of
the volunteers talked about the love they have for the artists, and how the class facilitators
worry about them and care about what happens to them (H. Gold, personal
communication, March 16, 2011; E. Romanella, personal communication, March 17,
2011; C. Pate, personal communication, March 20, 2011).

These behaviors were

frequently replicated among the program participants, and it was common to see the
artists complimenting another participant‟s work. The artists talked to each other and
seemed to enjoy creating friendships within the class.
Although there are occasional conflicts in class, the participants have a sincere
respect for the class facilitators and each other. I observed evidence of this at the 2010
AFTS artist meeting5. Several of the artists, when given the opportunity to talk, expressed
their overwhelming gratitude to AFTS and the volunteers. One of the participants even
went so far as to say that “AFTS is good because there are good people here and
participating in the program is good for your spiritual and emotional well-being.” (L.
Creitz, personal communication, March 29, 2011). She went on to explain how it was
helpful to have the opportunities that AFTS provides, and without the program she would
get very depressed. AFTS‟S emphasis on creating a positive environment and working
with positive volunteers allows the artists to feel comfortable and be creative. The
creative process and the positive responses the artists receive from their peers, AFTS
volunteers, and the public promote their confidence and help many of the artists to
develop self-esteem.
5

The AFTS Artists Meeting takes place each year. It is an opportunity for AFTS volunteers to meet the
AFTS participants to discuss the upcoming show and the program. At the meeting, each artist is given a set
amount of time to ask questions, make comments, or air grievances.
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After observing AFTS classes and interacting with the participants it was apparent
that, for some of the participants, the confidence gained through AFTS was directly
connected to how much the participant felt like a working artist. The opportunities the
artists received to sell their work and earn income also contributed to achieving the status
of a working artist. Being able to produce a product and earn money for that product
created feelings of purpose and self-worth. As one AFTS participant commented at the
artist meeting, “About making money, it‟s about being able to prove to myself and my
family that I can earn money from my art. If I can sell [my art] that will allow me to
achieve a goal that I have wanted to achieve” (Willy, personal communication, March 29,
2011).

Participant Survey Results
Increasing the artist‟s confidence and self-worth is one of the primary benefits
program volunteers believe AFTS offers program participants. The survey results also
indicate AFTS artists believe this to be true. More than three-fourths of the artists
surveyed strongly agreed or agreed that AFTS increased their self-confidence, and even
more strongly agreed or agreed AFTS increased their confidence, specifically in their art
skills. Finally almost all respondents strongly agreed or agreed that AFTS has given them
a way to express themselves creatively.
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Table 5: Increasing Confidence
N

% Strongly
Agree and Agree

Mode

1) AFTS has increased my confidence in
my art skills.

23

82.6%

Agree

2) AFTS has given me a way to express
myself creatively.

23

95.6%

Agree

3) AFTS has increased the confidence I
have in myself.

23

78.2%

Agree

Survey Question

RECOMMENDATIONS
Continued Volunteer Support
During this study I observed a program sustained by supportive and dedicated
volunteers whose hard work helped AFTS achieve many its goals. By increasing support
for new and old volunteers, AFTS can provide the artists continued and improved
opportunities to develop their self-worth through the art making process. Therefore
sustaining and increasing volunteer support is one critical aspect of developing
confidence and personal growth in AFTS artists.

It order to support volunteers, I

recommended AFTS program directors consider the following:

1) Facilitator Orientation - Developing an orientation for class facilitators and
volunteers would benefit the program, volunteers, and artists.

Class

facilitators were concerned that new facilitators are given little direction or
guidance when they begin working with the classes. Providing new volunteers
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with an introduction to the program can help transmit the organization‟s goals
and vision while enhancing volunteer support. Aspects of successful facilitator
orientation may include, but are not limited to the following: articulating the
responsibilities and expectations for volunteers in class, providing information
about class participants and the class environment, and addressing specific
class procedures.

2) Class Facilitator Input – The class facilitators are often those who are closest
to the artists, have the most contact with the artists, and have their finger on
the pulse of the program. Providing more opportunities for class facilitators to
voice their opinions and offer recommendations about the program to
administrators is another way to improve volunteer involvement. It will also
give program leaders valuable insights about ways to strengthen the program
from those who are invested with it on a daily basis.

3) A Volunteer Coordinator – Having an established volunteer coordinator is
crucial for increasing the program‟s organization and effectiveness.

A

volunteer coordinator could be used not only to recruit, manage, and train
volunteers, but also to help procure additional opportunities for artists to
exhibit their work. Other possible duties for this position could include
overseeing class schedules and supplies, or possibly functioning as the point
of contact for volunteer inquires. Furthermore, a volunteer coordinator could
be a link between the programs‟ leaders and the volunteers. Although some of
these responsibilities may be outside the scope of a traditional volunteer
coordinator, AFTS would be able to recruit and retain a more effective and
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capable person for this job if it were a paid position. The money necessary for
this position could be well worth the benefits provided by this position.

More AFTS exhibition opportunities
One of the reasons the AFTS annual exhibit is so important, is because it enables
artists to see their work being admired, appreciated, and hopefully sold. This gives many
of the artists a tremendous sense of pride and accomplishment, which helps them develop
self confidence and experience personal growth. Many of the participants expressed a
desire to have more opportunities to show their work, which would also provide
increased opportunities for the artists to sell their work. There has been mention of
expanding these opportunities, and even some steps taken in the past, but they have been
on a small scale and have not led to significant changes. In order to secure more
opportunities for artists to display, and possibly sell their work, AFTS needs to increase
their efforts and dedicate more resources specifically for this purpose. As mentioned
earlier, partnering with places and organizations that can provide these opportunities is
one way to address this issue. Another way to accomplish this goal is to have designated
AFTS personnel or volunteers exclusively focused on expanding exhibition opportunities.

Increasing participate ownership
Another way to increase artists‟ individual confidence and encourage personal
growth would be to empower them by developing a sense of ownership in the program
among the participants. This could be done by assigning the artists specific roles and
responsibilities within the program. Examples of tasks that could be performed by artists
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can include managing supplies, promoting the program to other homeless individuals, or
marketing the annual exhibit to an expended audience. This can give participants a sense
of purpose and responsibility, and may also help reduce the workload for the other AFTS
staff, freeing up their time to focus on other issues.

BUILDING A SENSE OF COMMUNITY
It was unanimous among all of the volunteers who I spoke with that creating a
sense of community among the artists themselves, between the artists and AFTS
volunteers, and with the community as a whole, is one of the primary goals of AFTS.
Furthermore, it is the attitude of class facilitators, a respectful environment, and the
positive class atmosphere that encourage this sense of community and belonging. When
artists are in an AFTS class they display a sense of ownership and appear to feel they are
an integral part of the program. While artists are engaged with each other to varying
degrees, it is common for them to discuss or critique each others‟ work. Other artists
frequently help with class activities such as class set-up or clean-up. These behaviors
show active participation in their environment and group activities.

This type of

participation and interaction, even if limited, allows them to experience some of the
benefits associated with community, and gives them things and people to identify with.

Interview Analysis
Several program leaders explained how living on the streets can push individuals
to the fringes of society. One of the class facilitators described the bond among the
homeless as very weak, because when living on the streets their focus is on survival. He
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also noted that the artists do not tend to form strong friendships, but there definitely is a
sense of community among the participants, which is a major focus of the program
(E.Verret, personal communication, March 27, 2011). Heloise Gold, one of the original
program founders, also emphasized this point. In our interview she explained that having
a place of belonging and a place to come is very important to someone who is homeless.
She believes that creating a sense of community and belonging is a key component to the
AFTS program, and something the program has developed over the years in an organic
and natural way. She further explained that they encouraged this sense of community
through the trust they developed with the artists. When beginning to work with an artist,
this trust is achieved by letting the artist be who they are and not excessively questioning
them about their past. By letting friendships develop naturally the artists began to fill
secure and more connected to the program (H. Gold, personal communication, March 15,
2011). This sense of connectivity, belonging, and community is something many of the
artists may not get to experience otherwise. These comments reiterate the fact that
homeless individuals lack opportunities to develop connections with others or have the
established sense of place that AFTS provides.

Participant Survey Results
Although one of the primary goals of the program, as stated by AFTS program
leaders, is to create a sense of community among program participants, I wanted to
examine the artists‟ opinions about how well AFTS accomplishes this. When asked,
roughly three out of four artists strongly agreed or agreed that AFTS makes them feel like
part of a community. Every respondent surveyed strongly agreed or agreed they
developed friendships with people they met in the program. This statistic is important
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because it reveals that the artist are interacting and participating with the other artists and
volunteers at the levels necessary to develop relationships and establish a sense of
community. Additionally, almost all artists surveyed strongly agree or agree that AFTS
is a benefit to the local community. This shows that most of the artists feel they are
contributing to the local community, benefiting the local community, and are a part of the
local community.
Table 6: Building a Sense of Community
Survey Question
4) AFTS is a benefit to the Austin
community.
5)

AFTS makes me feel like I belong
to/am part of a community.

6) I have developed friendships with
people that I have meet in AFTS.

N

% Strongly
Agree and Agree

Mode

23

95.6%

Strongly
Agree

23

73.9%

Agree

23

100%

Agree

RECOMMENDATIONS
Creating a sense of community and belonging among AFTS participants is an
established and integral part of the program. AFTS has been very successful at
integrating this component into their program. Nevertheless, one recommendation that I
would make to further strengthen this sense of community and belonging among program
participants is to provide forums to gather input from AFTS artists about the program. If
the artists are able to suggest program improvements, and perhaps see those
improvements put into action, it will help them feel even more connected to the program.
Some ways to achieve artists feedback might include maintaining a suggestion box in the
classroom for artists to voice their opinion and allowing for more than one artist meeting
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during a calendar year. Another possibility could be to establish an advisory board, where
the artists elect several of the artists from the program to the advisory board, and then the
program leaders can hear from and work with this board to implement their suggestions.
Then all artists are given a voice, because even if they are not on the advisory board they
had a say in electing the board, and therefore the views of the artists are more widely
represented. An advisory board could also give those on it a leadership role helping them
to be even more connected to the program.

ENGAGING THE ARTS COMMUNITY
On a basic level, AFTS has engaged the arts community by having local artists
and art enthusiast serve as class facilitators. This gives program participants a limited
connection to the arts community. However, AFTS can do more to engage the local arts
community and connect the program participants to the art scene in Austin and beyond.

Interview Analysis
Program leaders had various responses when asked how AFTS engages the art
community in Austin. It was noted that AFTS connected with the art community by
reaching out to various arts venues and patrons, specifically targeting arts organizations
when mailing out promotional materials for the annual exhibit (H. Gold, personal
communication, March 16, 2011). One volunteer mentioned that just having an annual
exhibit makes them a part of the art community, and connects them with people working
in the art community (C. Pate, personal communication, March 20, 2011). In spite of this
connection there were volunteers who felt AFTS was not taking full advantage of the art
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resources and art community available in Austin. For example, one volunteer mentioned
that although he had a lot of friends who were part of the Austin art community, they had
never heard of the program (E. Verret, personal communication, March 27, 2011). AFTS
does engage the art community to some degree by having local artists volunteer as class
facilitators, although being an artist is not required in order to be a class facilitator. By
using local artists as class facilitators, it becomes possible for participants to learn from
and about the local arts community.

Participant Survey Results
Although AFTS may not be specifically focused on additional ways to engage the
arts community in Austin, the survey results reveal that artists feel the program has
motivated them to become more involved in the local arts community. More than threefourths of the artists surveyed strongly agree or agree that AFTS makes them want to go
to art museums and galleries. The same amount also responded that they are interested in
learning more about the art world. The artists‟ interest to become more involved in the
art community reveals that, even though AFTS can improve its engagement of the art
community, the program environment still inspires an interest in becoming more involved
in the arts among the program‟s participants.
Table 7: Engaging the Arts Community
Survey Question
7) AFTS makes me want to go to art
museums and galleries.
8)

AFTS makes me want to learn more
about the art world.
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N

% Strongly
Agree and Agree

Mode

23

82.6%

Agree

23

82.6%

Agree

RECOMMENDATIONS
Engaging the arts community is a component that many AFTS volunteers
recognize as increasing participants‟ confidence and developing a sense of community.
In order to integrate this component more fully into AFTS, the program volunteers and
leadership must find ways for participants to increase their engagement with the art
community. One way to do this is to bring more aspects of the art community into AFTS
classes and activities.

Encouraging AFTS‟s artist to get more involved in the art

community could promote local exhibitions and arts events like Art City Austin, Art
Night Austin, Art Week Austin, Austin Museum Day, and the Eastside Studio Tours.
AFTS should expand their effort to bring more local artists into the organization to
mentor AFTS artists and share their skills.

This might be achieved by soliciting

participation of working artists via local message forums, having a dedicated volunteer
for connection with other artists, and securing the participation of local university art
students. To encourage participation from galleries or artists AFTS could agree to br
promoted or mentioned on their website or at annual exhibition.

Strengthening

partnerships with other arts organizations may also help the AFTS to engage the arts
community. Improving the connections between the AFTS and the local arts community
through increased engagement will benefit the program by increasing its exposure,
expanding the number of potential resources for the program and its participants, and
providing the AFTS artists with a wider variety of art experiences and educational
opportunities.
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EMPHASIZING ART EDUCATION AND INSTRUCTION
Although it is not the primary focus or purpose of AFTS, art education has still
revealed itself to be an important part of AFTS classes, and occurs in various ways. For
example, many of the artists are novices, however they have a genuine interest in art and
a desire to learn about art. This is reflected by the influence of different artistic styles that
often appear in their work, such as Impressionism, Expressionism, Abstract
Expressionism, Action Painting, Op Art, and Pop Art.

There are also numerous

occasions when the artists will research different styles and art movements outside of
class, find additional information, or come to class with art books to practice emulating
different styles. These activities help some artists increase their artistic range and skill.
These activities display the artists‟ individual interest to develop their artistic skill and
grow as artists. These activities also reveal that the artists have an appreciation for the
arts. Art educators note this is an indication that art education is occurring and art
appreciation is one of the many benefits of art education.
In AFTS classes, it was apparent that art instruction is taking place through the
interactions between class volunteers and the artist, and through the artists‟ interaction
with each other. This is more individualized approach to art instruction where the artists
are dictating the amount of support needed from the class facilitator.

Interview Analysis
Eric, one of the class facilitators, talked at length about the individualized
approach to art instruction that occurs in AFTS classes. He described how effective
instruction was different for individual artists. Additionally, he added, the desire for
105

instruction also varied from artist to artist, with some wanting help and others preferring
to be left alone. He mentioned a particular artist who never asked for help, but if a class
facilitator was working by her she would become curious about their work and ask for
tips and instruction on different techniques. Eric felt that artists learned in different ways
and instruction worked best if it was tailored for, and applicable to, individual artists.
This individual approach to instruction takes on special importance when dealing with a
vulnerable population where mental illness is more prevalent. He believes the drawing
classes offered valuable instruction and should be offered again. However, for those
classes to be effective they would need to be supervised by a volunteer the artists knew
and trusted, because he felt that the participants would not listen to someone they did not
have a relationship with (E. Verret, personal communication, March 27, 2011).
Christi and Heloise, two of the program‟s co-directors, also noted that artists
received art instruction in non-traditional ways (H. Gold, personal communication,
March 15, 2011; C. Pate, personal communication, March, 20 2011). Heloise explained
in detail how she has a strong belief that, if given the right environment, people do not
have to learn a lot of techniques to be a creative person and grow as an artist. At the same
time, she also felt that having tools and learning specific techniques can be very useful.
She explained that over the years AFTS has invited artists to conduct classes; however,
these presentations were not successful because the presenters did not have a relationship
with the program participants. As Eric noted, trust had to be established first in order to
make the instruction accessible for the artists. Heloise described how the more successful
classes teaching different art techniques were the classes that were taught by an AFTS
volunteer who was already established in the program. Furthermore, when considering
the format and population of the classes, the type of instruction that seemed to work best
was a one-on-one guidance (H. Gold, personal communication, March 15, 2011).
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In my interview with Christi she talked about her ideas for art education in
AFTS class. She had always wanted to have professional artists come and show examples
of their work, but more specifically, the aim was to have working artists be mentors for
the AFTS participants and teach soft-skills. She noted the difficulty they had trying to
provide more class instruction in the past was that many of the artists wanted only to use
class time to work. Christi believes if AFTS classes were to meet every day there would
be more time for instruction. In her experience, another way to enhance the art education
provided in class is to have class facilitators with art education backgrounds and technical
experience.

Therefore, when the artists have questions about techniques they have

someone to work with and someone who can answer their questions. Finally, she felt the
AFTS experience and educational opportunities would be enhanced if the participants
had individual studio and gallery space, as well as a wider variety of materials to work
with (C. Pate, personal communication, March 20, 2011).

Participant Survey Results
AFTS artists were surveyed to gauge their opinions and attitudes about the
development of their artistic skills, their interest in making art, their access to art tools,
and knowledge about techniques gained from AFTS volunteers. Almost all the artists
responded that AFTS makes them want to produce more art. This implies that providing
opportunities to create art reinforces a strong desire to produce more art. Additionally,
almost all artists also strongly agree or agree AFTS gives them access to the tools they
need to make art. When the artists were asked if the volunteers show them techniques
that improve their art, most strongly agreed or agreed. Also, more than two-thirds of the
artists surveyed believe that AFTS teaches them valuable art skills.
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Finally, it is

important to note that in the space available for additional comments one of the artists
wrote he wished AFTS would provide drawing classes again.

Table 8: Emphasizing Art Instruction/ Art Education
N

% Strongly
Agree and
Agree

Mode

9) AFTS volunteers show me techniques
that help me improve my art.

23

73.9%

Strongly
Agree

10) AFTS makes me want to do/make
more art.

23

95.6%

11) AFTS teaches me valuable art skills

23

69.5%

12) AFTS gives me access to the tools I
need to make my art

23

95.6%

Survey Question

Strongly
Agree
Strongly
Agree
Tie between
Strongly
Agree and
Agree

RECOMMENDATIONS
Although the program‟s model has provided for a nontraditional approach to art
education, I believe AFTS should more formally address art education as an integral
program component.

Strengthening this practice could make the program more

accessible to funding opportunities or grants specifically designed to promote art
education.
To increase art instruction opportunities AFTS could offer an increased number of
drawing classes during more times that are in addition to normal studio hours. Art
education can be strengthened and more instruction can be offered by providing specific
workshops that highlight the artistic skills of current class volunteers. Workshops could
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also be used to teach AFTS artists more about art documentation or promoting their
work. I believe it would also be beneficial for AFTS to expose the artists to other types
of art mediums, in addition to the traditional focus on acrylic paint. Some additional
avenues that could be addressed to expand opportunities for art education and instruction
include sculpture, collage, and basic printmaking. In addition to highlighting the skills of
class volunteers, previously mentioned recommendation, such as increased engagement
of local artists, and additional or expanded partnerships with arts-based organizations,
will also contribute to development of AFTS‟s ability to provide art education and
instruction.

CHAPTER SUMMARY
This chapter explored if and how well AFTS integrates essential CBA
components into their program. The information gathered from the program participants
and volunteers reveals that the different components for a successful CBA are integrated
to varying degrees by AFTS. Building a sense of community and developing selfconfidence among the artists are the components most successfully established by AFTS.
These elements were identified as program goals that have been an integral part of the
AFTS program since the program‟s inception. Although several recommendations were
made on how AFTS can improve partnerships and collaborations, establishing and
maintaining partnerships has also been a critical component that has allowed AFTS to
remain in existence. Engaging the arts community and providing more art education and
instruction are the two components of successful CBA programs that appear to be the
least integrated in the program.
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CHAPTER 6

CONCLUSIONS AND IMPLICATIONS

This chapter provides a summary of key research findings. It examines if and
how well AFTS integrates essential components that define best practices of CBA
programs that serve the homeless into their educational approaches. AFTS leaders,
volunteers, and participants were asked to express their attitudes and opinions regarding
these essential CBA components. The findings are based primarily on qualitative data
collected through interviews with program leaders and volunteers, an analysis of the
survey questionnaires presented to program participants, and a review of CBA program
literature. This chapter also discusses the direction of possible future research.

SUMMARY OF RESEARCH
The purpose of this study was to describe and provide detailed information about
AFTS, and also determine if and how well the program integrates essential CBA
components that define best practices in CBA programs that serve the homeless and other
vulnerable populations. To help put this research and survey in perspective, a review of
AFTS‟S history and program structure was also provided. Using pertinent literature to
guide the research, the essential components that define best practices in CBA programs
were identified. These components include, (a) maintaining and establishing partnerships
and collaborations, (b) fostering personal growth and confidence in program participants,
(c) building a sense of community and belonging, (d) engaging the art community, and
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(e) providing effective art instruction and education. To explore how these components
are incorporated into the AFTS model, interviews were conducted with key program
leaders and volunteers. The program participants were also given a survey to gauge how
well they feel each component is addressed by the program.
Through the course of this study it was revealed that AFTS integrates these five
essential CBA components to varying degrees. Several essential components, including
developing confidence and building a sense of community, are those most strongly
integrated into AFTS. This was determined from the information gathered from AFTS
volunteers and also confirmed by the results of the survey, which stated that a significant
majority of AFTS artists felt the program increased their confidence, gave them a sense
of community, and allowed them to develop friendships. These components were also
identified by AFTS volunteers as important program goals. The program actively strives
to provide an environment that will continue to nurture these goals.
Establishing and maintaining partnerships is another critical component shared by
both AFTS and other successful CBA programs. However, it is a component that many
in the program feel needs to be strengthened. Key partnerships are in place that have
enabled volunteers to run AFTS with minimal funding. These partners have provided the
program with a rent-free space to host classes and an annual exhibit, helped AFTS
receive funding from various sources, and given them access to benefits made possible by
the collaboration with local non-profit organizations.
The two essential CBAE components that appear to be the most loosely integrated
into the AFTS program are its engagement of the art community, and its provision of
effective art education and instruction. The program leaders and volunteers were able to
provide some examples of how these components exist within the program, but the
research shows they have not been a primary focus. Although there are several indicators
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that demonstrate these components have not been fully developed, or are not emphasized
enough by the program, the AFTS artists think differently and appear to believe that art
community engagement and art education are successful components of the program.
More than three-fourths of the artists responded that AFTS made them want to go to art
museums and galleries, and learn more about the art world; and more than two-thirds of
the artists believe that AFTS teaches them valuable art skills.
The reasons for some of these components being more developed than others may
be due to the current structure and capacity of the program. AFTS‟s ability to expand,
address current challenges, and possibly incorporate some of the recommendations
proposed by this study may require significant organizational changes in the program,
and the procurement of new funding opportunities.

SUMMARY OF RECOMMENDATIONS
Throughout Chapter 5 several recommendations were made to help increase
AFTS‟S capacity to effectively integrate components found in other successful CBA
programs. Implementing some of these recommendations may increase the effectiveness
of AFTS in multiple areas.

It is also important to understand that certain

recommendations may not be achievable at this point due to constraints with funding,
staffing, or limited time and space.

Maintaining and Establishing Partnerships/Collaborations
Increasing partnerships and improving collaboration with other organizations is a
critical part of AFTS‟s continued development. Establishing and maintaining new and
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current partnerships will enable AFTS to address program needs, and may also improve
their capacity to address other key area essential to a properly functioning CBA program.
Several important partnerships I believe may benefit AFTS include:
1) Mental Health Professionals Partners - Establishing partnerships with state
or local mental health services will help AFTS volunteers to guide AFTS
participants towards services that may be beneficial to those with mental
health needs.
2) Homeless Resources Partners - Increasing AFTS‟s collaboration with, and
seeking out additional partnerships with organizations that provide services
for the homeless and at-risk populations could offer valuable resources and
help improve the lives of program participants.
3) Exhibition & Sale Venue Partners - Securing partnerships that will allow
more artists to display or sell their art could provide tremendous benefits to
the AFTS program and artists.
4) Additional Media and Advertising Partnerships – Generating more interest
in the annual exhibit and the program, AFTS should consider ways and devote
establishing new and more resources to lasting partnerships with advertising
and marketing firms.

Developing Confidence and Personal Growth
Continued and increased volunteer support is another critical aspect of developing
confidence and personal growth in AFTS artists. In order to support volunteers, I
recommend AFTS program directors consider the following:

113

1) Facilitator Orientation - Developing an orientation for class facilitators and
volunteers would provide benefits for the program, the volunteers, and the
artists.
2) Class Facilitator Input – Providing more opportunities for class facilitators
to voice their opinions and offer recommendations about the program is
another way to improve volunteer involvement. This will also give program
leaders valuable insights about ways to strengthen the program.
3) A Volunteer Coordinator – Establishing a volunteer coordinator is a crucial
step for increasing the program‟s organization and effectiveness.
4) Participant Involvement - Empowering participants by helping them develop
a sense of ownership in the program. This may help to increase artists‟
confidence and encourage personal growth, and could be done by assigning
the artists specific roles and responsibilities within the program.

Building a Sense of Community
To strengthen the artists‟ sense of community and belonging, AFTS should
develop ways to increase input from AFTS participants.

Several suggestions for

gathering additional participant feedback include more regular artists meetings, a
suggestion box for artist comments, or an elected artist advisory board who can work
with program leaders.
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Engaging the Arts Community
To encourage AFTS artist to become involved in the art community, the program
could promote local exhibitions and arts events. AFTS should also try to bring more
local artists into the facility to mentor and work with AFTS artists. Strengthening
partnerships with other arts organizations could also help AFTS engage the arts
community, raise the profile of the program, and provide benefits to the participants.

Emphasizing Art Education and Instruction
In order to increase opportunities for art education and instruction in the program
I recommend AFTS consider offering more drawing classes at times other than their
normal studio hours. Additionally, it is recommended AFTS provide specific workshops
that highlight the artistic skills of class volunteers or local artists, and increase the
participants‟ exposure to other art mediums will yield benefits for AFTS and their artists.

IMPLICATIONS FOR THE FUTURE OF ATFS
Cleveland (2005) references some of the issues that may keep CBA programs
from becoming successful. He writes that too often, support for these programs is only
sustained for short periods of time. This may be due to uneven and limited subsidies, or
funding specifically dedicated to project-based investments (Cleveland, 2005). He
believes if effective community development is the goal of these arts-based programs,
they must secure funding that is regular and allows them to be sustainable.
In order for AFTS to have access to new, improved, or sustained funding, a
transition to a 501(c)(3) designation would be advantageous. The program leaders have
115

already begun this process; however, earlier attempts to become a nonprofit have not met
with success. With some of the leading volunteers and co-directors moving away from
the program, it is critical the program embrace an organizational structure that will entice
new and resourceful volunteers to the program, while also giving them the support they
need to be successful. Currently, AFTS has an established program with the tools,
supports, and measures in place that are needed in order to complete the shift to a nonprofit organization. It is critical that as the program leader move forward with this
process they seek outside support to help them complete this extensive transition and
reorganization.
As AFTS moves forward as a bona fide non-profit organization it will face new
challenges than it has encountered as solely a volunteer-run program. However, the
reward for meeting these challenges could be the opportunity to establish much needed
new revenue streams for not only the program but for AFTS artists as well. Additional
funding could provide AFTS the opportunity to hire a volunteer coordinator or an
executive director to manage operations, expand the program, or secure further funding
sources. More stable revenues could also help AFTS recruit and retain qualified staff,
possibly including some of the skilled volunteers who have intimate knowledge of the
program and have dedicated years of work to AFTS. Finally, additional funding could
benefit the artists by helping to add space for artists to show or sell their work, providing
more classes, or enabling the artists to work with additional materials and mediums.
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IMPLICATIONS FOR FURTHER STUDY
Although one aspect of this research is to add to the scholarly research on CBA
programs that serve the homeless, this case study only examines one CBA program in
Austin, Texas. There is still much research that can be done to increase understanding of
CBA programs that serve homeless or at-risk populations throughout the country. When
discussing CBA programs for vulnerable populations another potential research topic
could explore how the components and best practices of successful CBA programs help
them use art to create positive social change. This would entail researching art program
that advocate for social justice or social change. This has been a growing field in art
education, and for years artists and art teachers have increasingly seen the benefits of
using art as a way of connecting students with their communities. Now, many
community-based art organizations are also using art as a means of engaging special
populations in the community and creating a positive social impact by addressing
community needs.

CONCLUSIONS
In closing, AFTS‟s main focus is to serve individuals who are homeless or at-risk
of becoming homeless through the art making process. Currently, the program fosters a
sense of community, develops self-confidence, and allows for participants to feel valued
as individuals by providing access to art materials, an art class setting, class facilitators,
and an annual AFTS exhibit. Over the years, AFTS has made few changes to the
structure of the program. However, program leaders and volunteers have expressed an
interest in seeing the program expand, become more organized, and have a bigger impact
on the population they serve and the community-at-large. By employing the essential
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components that define the best practices of successful CBA programs it is possible for
AFTS to learn ways they might expand the scope and impact of their program. My hope
is that my experiences with the program and my research will help other art educators
and the public see how community-based art programs like Art from the Streets benefit
special population they serve and the community as a whole.

118

Appendix A: AFTS Leader & Volunteer Interview Topics/ Questions
Introduction/ Background Questions
1) How many years have you been with the program?
2) Describe your current role in the operation of AFTS?
3) Has this role changed from year to year?
4) What motivated you to want to work for AFTS?
History/ Inception of AFTS
5) How did AFTS begin?
6) What were the motivations that lead to the development of the program?
7) Did/Do any other programs influence the development of AFTS?
8) Did you model the program after any other programs that serve the homeless?
9) How did AFTS operate in the first few years and where?
10) Map the history of AFTS from foundation to now?
11) Where there any key events along the history of the program that changed the
program for better or worse?
Program Structure
12) How would you describe the role of the artist volunteers that work directly with
the AFTS participants?
13) Have changes been made over the years to the program structure? If so why?
14) How was the program structured determined?
Partnerships
15) Who are the organizations that partner with AFTS?
16) How do these organizations contribute to the AFTS? Financial? Material? Ect.?
17) How were these partnerships fostered?
18) Would you like to develop more partnerships with organizations? If so what type
of partnerships?
AFTS Mission & Benefits
19) Describe the benefits that you believe the artists gain in the program?
20) How does AFTS achieve its program mission?
21) What are the specific aspects of the environment that foster this?
22) What are the specific aspects of the volunteers the foster this?
Creating a Sense of Community
23) Do you believe that AFTS creates a sense of community among the participants?
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Engaging the Arts Community
24) Does AFTS engage the Austin arts community? If so how?
Art Instruction/ Education
25) What role if any does art instruction play in the AFTS classes?
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Appendix B: AFTS Participant Survey

The purpose of this survey is to determine the opinions of Art from the Street
participants regarding different aspects of the Art from the Streets program. This survey
should take less than 10 minutes to complete. Participation is completely voluntary and
all answers will remain confidential. Should you have any questions or comments about
the survey please contact me at manda.zamora@gmail.com. Thank you, your
participation is greatly appreciated.

Strongly
Strongly
Agree Neutral Disagree
Agree
Disagree
The organizations that work
with AFTS make the program
better.
The organizations that work
with AFTS give me access to
more art opportunities.
AFTS has increased my
confidence in my art skills.
AFTS has given me a way to
express myself creatively.
AFTS has increased the
confidence I have in myself.
AFTS is a benefit to the Austin
community.
AFTS makes me feel like I
belong to/am part of a
community.
I have developed friendships
with people that I have meet in
AFTS.
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AFTS volunteers show me
techniques that help me
improve my art.
AFTS makes me want to
do/make more art.
AFTS makes me want to go to
art museums and galleries
AFTS makes me want to learn
more about the art world
AFTS teaches me valuable art
skills
AFTS gives me access to the
tools I need to make my art
What do you like the most about AFTS?
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