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Abstract

This dissertationT he Right to be an Artist: Operationaliziggudio Art Pratices for
People with Cognitive and Intellectual Disabilitiesamines the practical, philosophical, fiscal
and social policy realities of people with cognitive and intelledisalbilities (CIDs) who want
to live as artists in the community. It investigs the art practices of 16 local artists working in
an urban studio endeavouring to realize their dreams against the barriers mounted by existing
disability policies and thetr wor | d . Due to the nature of the
researchalo | ooks to eight indivi dudeepmnngthe® support
reader 6s understanding of s tmethodestugyrweavess ses an
narrativeinquiry andarts-informed methodologies into an intricate tapestry emptpyiethods
such ageview of literature, facéo-face interviews, participant observation, collaborative
artwork, art creation, ar t ergsomadxpyesencesaaandartist, he r
an art educator, and a researcher.

Since artmaking is central to knowledgeuilding in this dissertation, each chapter begins
with an artwor k and a nteaeheneseachds t® orient thetrentee nt by
toward the authordéds thinking. T icpants dlsopt er o wu
highlights a collaborative drawing project between the researcher and an artist at the studio. A
series of seven handmade books enti@effee Talkholdga phi cal |l y desi gned ar
statements writteim conjunctionwith thes t u a@rtigéparticipantsaccompaniedby a selection
of artworkscommendingandcreditingtheir knowledge. All pagescanbeinsertednto the
b o o koacertina bindingandviewedpr vat el y or withdrawn and mourt
physical artworks in a formaluplic-exhibition setting. Although society often labels their work
under many banners such as Art Brut, Qutsider
this wak should be lab&td simply as Art whose unique style and rationale stem direotty f
each of the artists who created it.
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Note to the Reader
As a visual artist, | create artwork to both broaden and deepen my understanding of the

world. Asa modeof knowledge constiction, this artworksimultaneouslyactsto querytheory
andsynthesizes mynderstandin@f it. Since arimaking iscentral to this dissertationaeh

chapter opens with a photograph of an artwork by megrtistteachemresearcher accompanied

byanatr i st 6s statement to orient the reader towa
in singlespaced format toifflerentiate them from the rest of the chapter.

Fine Art and Design practided andpracticebased researchers Julian Malins and Carole
Gray(2004) suggedhat artwork as datavolves, metathinkingd thinking about your
thinkingd and self-evaluatiom (p. 38)thus screen Botsof my sketchbookournaling
photographsand video stillsasdata collectiorpunctuate the dissertatioMhe illustrations and
figuresgive the readergiewo f h o w t pgnogressvaswidually documentesb that
analysiscould beperformedfii n, on and fAtist, EducdtionWisualAr{ p. 62) .
researcherSandra Weber (2006) says that artistiagesiican hel p us access th
hardto-put-into words aspects of knowledge that might otherwise remain hidden or are ignored.

The use of visual images is not a luxury or-addo scholarship but, in many situations,
essent i &EberQ0R beliegep that it is the ability of images to transmit multiple
messages, to ask questions, to point to both abstract and concrete thoughts that make them
appropriate to communicate academic knowleggg®) The images produceemploy a wide
variely of visual forms including drawinggaintings prints, photographsfilm stills, collage,

felted sculpturesand textbased imagery | believe that th@hysical visualization of the theory
makes the dissertation more relatable by supporting my trexmst#tthe concept directly to the
viewer/reader.

AppendcesA, B and Cshowa series ofimages documentingghysical display of seven
handmade books These bookBousegraphically designedomposite® f ar t wor k and a
statementsreated with th participant$o credittheir knowledge A series of portraitsf artists,
volunteers, parents and instructors executedjoint project between artist Evelyn van Duffelen
andme | illustrated the portraits arabs a colouristEvelynbreathed life ito them These
ar t i s tcanshevipveed migtely within the books or removed from their pages to be
mount ed al on gnateridlatwdrks ia a farmdl exisibitisnéetting. In the future,

these artworks will be hung beside #dtady particiagnt sé ar t wor k Loffee a show



Talk!. Copiesof these portraits also aierspersed within the text @fh a pt e Wha? v e 0 s
What Do Participants Say® is my hope that the artworks displayed may deeperetued s
comprehension of theeseach, the artists and the reseasite, Creative Village Studiowvithin

which | have been immersed.

L Unfortunately, the circumstances of COVID 19 have prevented the art eXbffie Talkexhibitionfrom being
mounted and the viang of the artwork inperson. Digital presentationsf the handmade boolkd their contents
will provide a graphic account of the artwork created.



Chapter One: Preparing the Canvas

3 —

lllustration 1: Yarmol, C. (2018)Replanting thd-orest [Mixed media
acrylic paint, tissue paper cartridge paper, newspaper, glue on woog
panel, 24jx 28nj.

As | contemplated my dissertatiphthought abouhow disability policy plays such a
critical role in the lives arsis with gnitive and Intellectual Disabilitie$o nuch work still
needs to be done to modifplicies and their deliverin Ontarioto achieveculturalrights for
all. Metaphoricallywe shouldourn some existing policies to the grouartestablish mee
practicalapproachethat better fithose who want to livandwork as artists. An onthe-ground
review ofsocial policyand application ohewdelivery modes could arise to suppodividuals
with Cognitive and Intellectual Disabilitiéaclusion insociety.

Themetaphowof controlled burngdescribes settinfprestsalit, ridding foress of dead
leaves, tree limbs, and other debris, rédymnsect populations andestroyng invasiveplantsto
prevent greatedestructivewildfires that might occur dater date. The resulting ash can act as a
nutrientrich layer to ejuvenate the soil making it fertile for seed germinatibertile soil
coupled with additional sunlight and open space help new trees and plants {iNgtmmal
Geographic Society, 20).

Birch trees as a symbol of renewal arose for me a variety of reassepsn.fack Pine,
LodgepolePine, and White Birch re-establish gickly by sprouting from stumpandroots of
burned trees (Natural Resources Canada, 2(&)ing layers of bads revealthelayers below
until eventuallyyou reach a point where youstop.he t reeb6s heal th relies
inner bark. The image is resonant with m&aocial policy, like airch tree, can be stripped of
countless layersalways withcaution.



What is this Dissertation About?
This dissertation examidehe right to be an artist as a meansufural citizenshipand

life enhancement for people over the age 21 yleang with the label ofCognitive and

Intellectual Disabilities (heceforth CIDs) in Ontario. A stated goal on the Ministry of
Community &ad Social Services, Ontario's Vision for Developmental Services wegbsite At o
support people to live as independently as possible in the community and to support the full
inclusionof Ontarians with disabilitesinadl s pect s of s o c imaltiple 0 . By em
methodologies includingrts-informedandnarrativeinquiry, the dissertatioexamiredthe

everyday subjective conscious experience fpomr t | storiedhlivetiexp&rienes (van

Manen, 1990) of their art aradt making The studystrived to understand the importanoé art
practice in their lives. lincoveedhow positive studio experiencesutd be achieved.Through
thesemethodologies, thimquiry also studied and sdinized sociapolicies thatlaim to support
people with CIDs.The dtimate intent was to listen to the voices of artists @mmwbmmendand
credittheir knowledge of the arts througheir perspectivesThe title isThe Right to be an

Artist: Operatonalizing Studio Art Practices for Peoplath Cognitive and Intellectual
Disabilities (For brevity the title will be shorten fthe Right to Be an Artist The starting point

for my key questionsvas

How can weoperationalize and suppaticcessful stlio art practicefor people with
cognitive and intellectualisabilities to exercise their right to become artists and achieve
an aspect ofulturalcitizenship?

How can we support people with CIDs in new contexts to enhance their lives as artists?

How can we commendr credit the knowledge visual artists with CID communicate with
their artwork?

These questions acted as the starting point of an exploration of practical, philosdéisbaiand
social policy realities of people with CIDshw wantto live as artistsn an urban centre.

What Contribution Will This Study Make to The Field ?
Although there are nuenousstudies aboudrt education for children and youth with

CIDs, there are few of studies available regarding the social policies andang@ssupports

for artists with CIDs over age 21 years as they relate to personal choiceltamal citizenship

in Canada The Canada Council for the Art018)assert s t hat , Al cl]ultura
embodiment of the arts at the heart of pubfe. Conceptually, it emphasizes the expression of

diverse cultural practices and identities alongside full participation inGedsito culture. It



envisions conditions for artists of all kinds to thrive, and for citizens to engage with arts and
culture as a gesture of personal and collective freetlgkacording to Judith LaRocquérmer
Deputy Minister, Department of Canadideritage

Cultural participation is one of the key tools people use to build their sense of attachment
and connection toaeh other Cultural participation also bridges fault lines and builds
common understanding where only difference existed.

Engagemeinwith culture is hard to distinguish from community development and the
growth of citizenship. When people engage withiwe, they necessarily engage with

each other, with people like them in some way, and inevitable with people who are

different.

Cultural policy has the potential therefore to reach out beyond the traditional realm of
industry, art, museum to influencgizenship, values, tolerance, and the very
construction of Canadian society (2005x).
LaRocqueds comment aul potensigh e atkosnfluercceitizehstip gnathee r f
social fabric of Canadian society.
Few studies credit the voicesartists with CIDs within an art studio settin@rystal
Finely, author of the manualccess to the Visual Arts History and Prograimgyfor People
with Disabilities(2013) commissioned by the Vanderbilt Kennedy Centre for Excellence in
Developmental Didailities allegesthat
Most studies concerning art and disabilities are limited to people with mental illness or
physical disabilities Few studies discuss art specifically with people with intellectual
and developmental disabilitiés. 15).
TakingFnel yds c¢comment TherRigla to8ean Artistlleontliute o the
body of knowledge about Visual Ad form of cultural citizenshifor people with CIDs.
As Critical Disabilities philosopher Licia Carlsatates intéllectual disabilly remains
relatively marginal within philosophical discoueg@010,p. 3) thus thisstudyaddsto the
philosophical discourse aboeltural citizenshigpeople with CIDs.
Exhibiting artist, and art educator Florence Ludkatz and clinical psychologiglias
Katz foundersof Creative Growth Art Centrim Oakland, Californialevelopedne ofthe first
modek of anartcenterin the United Statespecifically designed for adults with intellectual and
developmentalidabilities What started with an invit@n for six students to create art in their
homegarage, grew into ainternationally recognized studio (Starin, 2015heif landmark
book Art and Disabilities: Establisimg the Creative Art Centre for People with Disabilities



(1990, outlined the basicomponents of a functioning art studio supporting people with CIDs
from a pragmatic perspective. A studio offering space for independent art production for people
with CIDs was unheard of in North American society at the time who, deectetal
miscorceptionsabout intellectual disabilities, was still institutionalizipgople.
LudinsKatz and Katz philosophize that creativity is a vital living force that lies within
each individual and must be expressed forevel i ng and gr owtdf- (p. 3).
expression is the outward manifestation in an art formofwhatame | s i nt ernal |l y, 0O
individual may not be fully aware of exactly how they feel, the sensation still gxis3¥ The
Katz~6és state:
Our philosophy is that each person hasrigght to the richest and fullest development of
which he is capableOnly then can society reach its fullest potential. Since we believe
that creativity is the highest actualization of human functioning, it is of paramount
importance to provide an emgnment in which creativity is appreciated, stimulated, and
encouragedp. 3).
Anyone who wants to exercise their right to be an artist should be allowed to use their creativity
to achieve their goal of becoming an artist in a society whose attitudieseand policies will
support them and be rewardecbnomically or otbrwise for their efforts The Katzds be
that when the opportunity exists for people with Cliscreative impulse bursts forth like a
surge of flood water when the dam has besnaved (p. 5). The Right to Be an Artishowed
how barriers erected front of people with CIDscanimpede their right to exercise their
creativity.
According to disability historian James Trent (1995), CID has been viewed in diverse
ways i assrdeaof te senses, a moral flaw, a medical disease, a mentahdgfieie
menace to the social fabric, and finallynagntal retardatiorfsic]o (p. 2). FurthermoreTrent
asserts that these vieassometimes constructed in the name of science aratsocial
control Thhaveaccompanied and reflected shifighe social, political, economic and
cultural order in the United State@. 2) Licia Carlson (2010) explains that two models of
disahlity have emerged responding to overriding concaptui z at i ons of di sabi | i
and a tr ab®. ddtgrically(thpopgh themedical modaln i ndi vi dual 6s c¢cha
depart frornormal species functioningsulingi n i b e lpracécesssurraumaing disability
and the disable&s[i c] 0 (p. 5) . This o6personal tragedy

objectivelybad,andthus something to be pitied, a personal for the individual and her family,



something to be prevented and, asgible, curetb... it has been medicalizexhdwe in critical
disability studies need to open it up.

Carlson explainsthant he soci al model Ahaving an | mpai
physiological, psychological condition or trait) is distin@rh being disabled because the latter
reflects the iteraction between the individual and his or[tieeirje n v i r o Disabiktyt iDa.
relational term and experienced disadvantages
(physical and ideological) to opportunities, negative stereotypegrapalices, discrimination,
insufficient support syst e me€anstractedfabgcationsofal s oc
people with CIDs have resulted in pitying, fearfulandknawg gazes t hat contro
viewpointss o t hat, fAmwgh esppdrmhemtugm hi story has co
279)

Art and disability advocate, founder and president of Cool Arts in Kelowna, British
Columbia, Sara Lige (2011) contenithat people with CIDs are arguably some of the most
marginalized mebers of our society, experiencing exclusion from contemporary art structures
of art education, art criticism, and art exhibition in gallery settings (p. ii). Lige maintains that,
A Wi rt tieicontext of the arts community, artists with intellectual amdldpmental disabilities
are not traditionally accepted as legitimate artists outside the disability arts movement.
However, even wsdbiityant $ &6 ¢ amehettmltasdfdevédpiental
disabilities(IDD) have been neglected ®ut seems imperative that work be done to establish
and authenticate t hei 1166). Alige FoxandaHannah Macphaersoni st s 0
(2015) inclusiveart researchers froitine United Kingdoms t at e t hat , APeopl e wi
disabilities tend to be undervalued members of society, are much more likely to live in poverty,
and are more likely to suffer hate crime than theirdans abl ed counter partseé
learningdisabilities do not have access to any regular creative leisuréyaotitside their
residential environment, despite the proven benefits of such activities for healtheimglland
resilienceodo (p. 15) . T h er ein@uroéparficpants wdrkingl i e s t

at at studics who support people witBIDs.

2Carl son (2010) di sisabiltysenstitutestalslmishiomtleeaosyt facadf medida[ sBgnce and
societal welbeing explains many of the practices associated with it, ranging famtuirtary sterilization,
institutionalization, and forced rehabilitation to social marginalization, euthanasiéanare klingdd (p. 5) .
3 Learning Disabilities is the term used for people with Cognitive and Intellectual Disabilities in the United
Kingdom.



Disability rights activists Dianne Pothier and Richard Devlin (2@@éievethat

ficitizenship is not just an issue of individs#itus;it is also gpracticethat locates indiduals in
the larger community They affirm that:

Citizenship is morsubstantive: it is about the capacity to participate fully in all the

institutions of society not just those that fit the conventional definitions of the political, but

also the soclaand cultural. As such, the substantive approach raises questiawess and

participation, exclusion and inclusion, rights and obligations, legitimate governance and

democracy, liberty and equality, public and private, marginalization and belosgmal

recognition and redistribution of resources, structure andcggelentity and personhood,

and self and othdp. 1)
Pot hier and Devlinbés idea of citizenship thro
which critically examnessocial aspects of citizenshiproughexisting social policies that
margnalize people with disabilities who want to be artisiis study is important toritical
disability studiedecause itan provide data and data analysis to the field ofibetive arts and
add to the body of knowledge that works to change sociaigmand dismantle policy barriers
about arts funding for people with CID®isability theorist Tobin Siebers (2008t at es t hat
presence of disabled people [sic] in angcdission changes not only the culture of the discussion
butalsothenaturef t he ar gument s iThisdisdertatiogredidschears i on o (¢
abilities and knowledge of people witHDs.

Usingartsbasedand narrativenethodologies, the studyffers a uniquemulti-methods

approacho inquiry; methods includediaceto face interviews, participant observati@n
surveyng of accessibility and mentor/artist relationships, instruction with materials/media,
creation of artwik, andinclusive artpractices. This study @istinctivein the way that it
actively employs theisual arts as a methodology to create and support data collection. By
exploringa range of participant, volunteer, parent, instructor, administi@tdgallery owner
viewpointsandexamining best practices to support artists exercisea antatudiosetting,the
studydemonstrates key components of a successfully run art stumémsber to other studio
environmentso support other artists with CIBsThis topic was carried out for the direct benefit
of participants and their familiesto enhancetai st sé | i fe experiences in

par t i &nopledgetokads practise The findings of arexternalreviewer of the program at

“Artenvi ronments should include those that support people
Dementia.



Creative Village Studiohence forth known as CV®yovide insighs for the instructors and
managers at @nmunity Living. For theritical disability studiesesearcher, the benefitgere
to contributeto art creation theory forgople with CIDsto engage with artists discussing their
art makingprocessn orderto gain knowledgeand to give back knowledge the community
who would advocate for social poliesto support successful arts practigeshe future

To answer the qetion,i Why b ot her wloffehthetvibwssfArts t udy ? 0
researchers Fox and Macpher sa peopleavthlearhingwh o c on
disabilities [CIDs] tend to be characterized by a high degree of compliance with the goals and
agenda® f ot hers, and for some their bBgsic human
A[t] al king about tahdtherote of¢eheirdives iathat artiworld may seern | i v
irrelevant, unrealistic or simply naive, but to take this view riskggteating the social position
that people with learning disabilities [CIDs] often find themselves in, and ignores the role of
cut ure as a producer of p doxamdMadpheraan believeotlat: a | ch

Art can be just one piece of acgmpolitical-cultural jigsaw that needs to be put together
in order to enhance the lives of people both with and without leadmsagilities CIDsg].
Social services and health professionals who encounter the artwork can be helped to see
the humanity and communication capacities of people they work alondgididic
audience encounters with Inclusive Art can help challenge stigwhappression and
raise awareness often creative contributions that people with intellectual disabilities can
make to society (p. 16)
Studi o programs | ike CVS can provide what Fox
from controlled environmenencounteredinresd ent i al supported | iving
(p- 17). 1 realize that arts activities alone cannot achieve a better world for people with
intellectual disabilities as many other factors like social policy are involved but helping
individuals realizeheir potential is a beginning to the realization of cultural rights as a profound
part of human rightsl have witnessed art as a pathway to communicatiomeaiidation of
cultural rights in my work as an art educawdl7 years wdding with high schol students who
have communicated their life experiences and their personal views through their WasKife

experience that has informed the writing of this dissertation.

Organization
Since this is a mukimethods project, knowlge created througdrt is embedded

throughout the dissertation. The reader is invited into each chapter with my artwork



accompanied by my ar tcanditaw their ewin aodnausiansas they lodkh e
at the work and relate to the topiesated but theseart s stalesnents help to guide them
throughmy thinking as a researchandmotivation behind each artwarlArtworksarevisual
representations of the thought processes and learning while investigating the literdtsiedy
data coléctedregardingthetopic ofeach chapter

Chapter Oneintroduction Preparing the Canvamtroduces the reader to the
dissertation providing the purpose of the study, the contribution that the study will make to
critical disability studies, an outlinef the organization of the dissertation, and a discussion about
terminologyand languageA photograph of a paintingReplanting thd-orest (See lllustration
1) an artworkl created at the proposal phase of this dissert&iomchegshe chapter

Chaper Two:Weaving a Tapestry: Methodology and Methadglines the muli
methods approachken with this study forming a kind of bricola@ricolage isexplained in
Multiple-Methods: A Bricolagsection). The study uses artaformed methodsuch as
sketchbook journaling and a/r/tography as a way to unify multiple roles as an artist, ahvessear
and a teacher, as well edp theory,that situates the researcteepositionalityliving with a

disability indicated bythe first piece in the mixed med&SSeriegSeelllustration3). Narrative

r

e

inquiry would seeript heory as a way of helping to expl ai

alr/tography would seeript heory as a part of the researcher

disability. The narrative imework of Gabriela SpectiMersel is outlined so that the readcan
gain an indepth understanding of how the interviews are conceived of and analysed.
positionality and the story of how | came to choose this topic for my disseritatiading Paub
Fr ei r e 0 s crdaatimgp@xisareeticidatéd.

ChapterThree:The Need for Flexible Embodiment of Social Policy for People with CIDs
outlines the social policies currently available for artists with CIDs in Ontate. chapter
begins with a scptural artwork entitledFlexible Embodiment2016),(See lllustation14)
woven with postal elastics to form a pliable textile poncho that will fit practically any wearer.
This chapter explores the birth of Community Living, sheltered workshops, andzexdan
activities in the community as social policy designeduapsrt people with CIDs as forms of
citizenship. It alsooutlines the personal and employment (ODSR)ports available for people
with CIDs providingmuch detail about theassport Progrananindividualized funding policy

1C



thatseveral of the participantbtain to pay for the CVS progratm attain aspects of cultural
citizenship.

Chapter Four:Being an Artist: Studio Process and the Resonance of Art Pragieres
with an image ofoffee HRlk (See lllustratios 15-16) an exhibition of handmade books
featuring a page of each CVS participantods art
portrait and brief artistsdéd statements writte
work are placed iseverhand fabricate@&lbumbooks to credit theiart creation and art
experiences. The artistos pluglmeks oo @movddle vi ewe
from their pages to be mounted alongside their physical artworks in a fodnilaitien setting.
The chapter focuses dmeinclusion of biography in the historiclne Art exhibition sphere
examininghistoricaldefinitions of Art Brut, Outsider Art, Naive Aand howsocietyoften
labels the art of people with CIDshat contempiary galleries want from their exhibitingtists
through an historical examinatiaf curatorialpractice and what curatorial practice with a
Disability Studies bent can look like. The chapter ends with practical applicati&ighof
Sudio Habits ofMind (Project Zero, 2003nd a look at studiart facilitation.

ChapterFive: What? What Do Participants Say and What Does it MeAsitusseshe
story of how CVS began as a social policy extension for people with @i®findings of the
interviewsusigq t he ar t i sptasrde,ntvsodl,u nitnesetrrsuéc,t or sd6, key f
owner 6s storied responses to interview quest:
examining why artists enjoy coming to the studio and the supports necessasyie their
success. Thefroductory artwork to this chaptdfly on the Wdl (2020)andFly on a Bench
areegg tempera paintisg¢ o mmuni cating the researcherbés felt
teacher of Z years and a researcher engaging in dystuthin the CVS setting tket the studio
processes unfold without leavingreark (Seelllustrations 18-19). Througlout Chapter 5the
text is punctuated with portraits of the artists, volunteers, parents and instructors drawn by artist
Evelyn van Dufféen, colorist at CVS andneas an artist and Visual Arésd Special Education
educator which is fully exploredi@h apt er Two: Th esechoa.8Vermgc her 6s S
inclusively, | created rapid contour line portraits of the participants from eitbiedikenessmn

the studio setting or fromdeotaped stillafter the interviews Evelyn completed thdrawings

5 A colourist is arartist or designer who uses color in a special or skillful way.
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with her preferred medium g@fencil crayon Either photographs or videstills are also included
in the dissertatiorna i d t h e rrsetaadihg of e sopicuunderediscussion.

ChapterSix SoWhat? Now WhatBegins with the artworkRhizomatic Engagement
(See lllustration 2) andsummarizes the key research findings or new understandings gathered
from the interviews, the artwork and theldnotes. It provides questions for further research
including the critique of social policies surrounding people with CIDs and how they support or
do not support individuals wanting to be artists in Ontasi@ form of cultural citizenship

The Appendicescontain the requiredthical approval notices, letters of information,
consent forms, interview questiosgcial policy supporocumentssome samples of screen
shots ofgraphially desigredi ndi vi dual arti st s 6CoffdeTalkoeatednt s an
as an exhibition of participaiat r t i s t stbatasemphysically pristed and mounted in a
series of seven handade bookposted intheaccompanying PowerPoint presentationthe
viewer/reader.

To facilitate reading of this interdigdinary dissertation and to frame each topic, a
review of relevant literaturgom expertsn eachfield was embedded throughout the teXhese
broad ranging yet related topiceludeadult art education, a/r/tography, art education, art
exhibition, arthistory, book makingcontemporary art, critical disability studies, disability
supportsparrative methodologysocial policy surrounding cognitive and intellectual disabilities,
and studio art practice

Language& Terminology
In the introductiorof a peerreviewedJournal of literary & Cultural Disability Studies,

critical disability studies theorist Lucy Burk2008)queries the use of the tewgugnitive
impairmentwarningustat fAany tal k of r eprelitramygandduliuan wi t h
studies is circumscribed by an implicit recognition of the powers and dangersallestd
descriptive | anngtesahgténdhe fief of cultyral disabBity stuklies, critical
suspicion of t heaysirswhish particuldr radelggandatrgpes articulaté tve
boundaries between typicalityaact y pi cal i ty, health and ill ness
is essential. One term does not fit &hebelieves that perhagegnitive differencer cognitive

disability is more appopriate (p. ii) when referring to people with intellectual disabilitidge

have a political and ethical obligation to recognize the very fact that this kind of terminology is

never adequate (p. 1)n this dissertationlarification oflanguage antermnology is necessary.
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In her bookThe Faces of Intellectual Disabilitiicia Carlson (2010) situates her
references to terminology inherwor€ar | son (2010) wuses the ter m,
refer to the general conditions traditionalgsaciated witlii me nt a | r. Sheaefedthis i on o
general term becaest reflects the recent shift both professional and political away fioamer
dehumanizingtermsShe empl oys the term fAment al retardat
about the degory specifically (in the context specificargumentsprofessional use, or
historical period) or when referring to historically defined conditions from the past, (e.g., idiocy,
feeblemindedness, mental deficiench e bel i ev es t hsawithinteheetualp hr as e
di sabilities, ot elsl eoptpwesleldy tdi Fsiathleed®n i s better
individuals. The reader should understand Carlson does not take these terms tevidese|f
Anatur al ki nds o or. Theseterrostade@mtautt that findsethreims (X v )
meaningsn social and cultural contexts.

Beforedisability studies scholars named and differentiated a medical model of disability
and the social model of disabiljtgducation theorist Jane Mercer develdpgabeling theorjn
her influential bookLabeling theMentally Retarded1973) that distinguished between clinical
and social system perspectivesmantal retardatiorfsic] (Taylor, 2006, xv).
From a social system perspective, the term mental retdsilgtdoes not describe
individual pathology but ratheefers to the label applied to a person because he [sic]
occupies the position of mental retardgie] in some social system (Mercer, 1973, pp.
27-28).
Mercer refers td@imental retardatiainpercevedfrom a clinical viewpoin® apathological
conditionthat could be objectively diagnosed by trained professionals using standardized
instruments From a social system perspectiitevas a social role played by individuals in a
specific social systemm which they participated (Taylor, 2006, xv). Stating the thesis of her
book Mercer (1973) writes, APersons have no n
one. Whom we dbmentally retardedsic], and where to draw the line between the nignta
retarded [sic] and the normal, depends upon our interest and the purpose of our classifications (p.
)0 8. It is important to note that labelling occurriedthe service of normiaity andneoliberal

articulations of independence and productijiyencell, 1998).

6 When | began to work with children and teens v@tbs in the late 1980s and early 1990s labeling was the norm
in education and recreation settings. The teremtally retardedlowly changed to mentally handicapped then
mentally challengeth this period
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lllustration 2is a
sketchbook drawing that
displays my thinking about
language. It depicts the
prefix disin relationship to
the wordability g d-i-s-a-b-
i-1-i-t-y, applied to people

with atypical appearances

or stancesvho might be lllustration 2: Yarmol, C. (2018 hinking About Language
[Sketchbook Drawingn paper wittpencilandsilkscreen inkn

categorzed or labékd right, 3 pagelsnj] .8 I n x 1

from a normative stance. |
considered how normative misconceptions about disability and impairment are rendered through
| anguage. T h e p roarfotations oreaiing & diametrcallynopppsed | ve ¢
signification of a term. Someamples ar@ appearg disappear; appoirg disappoint;
approveg disapprove; conterg discontent; engagg disengage; favouy disfavour; grace
disgrace; honouy dishonour; galify g disqualify; servicey disservice.This notation
prompted me to coider the barriers people with CIDs have encountered in their lives.

Like Licia Carlson | will use the phrase person(s) witbgnitive andntellectual
disabilities(henceforth CIDspr person/people/individual(s) with Clds opposed to
intellectually disabbed people.Although cognitive disabilities and intellectual disabilities are
related, the termeferto different effects and conditioms terms ofthe medical model of
disability. For example,n order to obtain supports at CVS and to acquiozincial funding to
participate in courses or st ufdfihisfattismemindarn o f f
of the gul f btheonesamtthedivededperrancad iadividuals that the field
studies.

Diagnosis and labellingf@eople through thBiagnostic and Statistical Manual of
Mental Disorders DSM, (American Psychiatric Association, 19886jlects gpersisteneof the
medcal model of disabilitywhich sanctions doctors to act as gatekeepers for access to

‘Due to the st udi othelslingmrcammumtyin west end Fioeontd, #heafacititatow df the program
al so i nwviinsetss oirwarhekmber s of the public t caswongomusefage com
funded basis.
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governmental fiancial supports as well as programs for people with disabilifiee DSM is an

example of whaphilosopheMichel Foucault (1980) would call unitary body of knowledge.

TheDSM5 providesa diagnostic nosology that beconfiey encodedand taken up bynedical,

educational, economic governmental and social systdims.Canadian Association of

Community Living(CACL)usest he terms oO6intell ectual disabil!i

di s abi thé arongrdD®. Dhey defineintellectual disabilities asia group of disorders

defined by diminished cognitive and adaptive developt@t17) A variety of medical

conditions affect cognitive abilifdefinedasa fibr oad concept encompassi

or cognitive deficits, including intellectuaisability, deficits too mild to properly qualify as

intellectual disability, various specific conditions (s&asa specific learning disability), and

problems acquired later in life through acquired brain injuries or neurodegenerative diseases like

dement a whi ch may appear &t any ageo (Crawford,
Measures of the medical modekappliedat a local leveéd in the relationship between

the studio staff and artists (also known as clieasshe staff at Community Living am@bliged

by t he adingbadyod s gdvasnment rules to attach a diagnostic laltet to

artist/client. This migty, authoritative and privileged classification system inserts itself into

their relationship often effecti thgrcanheetomart f a

with the artist/ cl i-definiton. and the artist/ client

8 CVS apports people with a range of cognitive andliattual disabilities defined by the DSM 5 including:
autism Down Syndrome, Asperger syndrome, traumatic brain injury (TBI), dementia, attention deficit disorder
(ADD), dyslexia (difficulty reading), dyscallia (difficulty with math), and learning disdities in general.
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Chapter Two: Weaving a Tapestry:Methodology and the Methods

lllustration3: Yarmol, C. (2018)BS Series2.7, Felt
! [ Scul pture with dyed f el

BSor BloodSugar (other colloquial meanings also impliesiq crip art series that
communicagsaspect®of living with Diabetes Mellitus (Type 1/Juvenile Diabeteshidden
health impairmenfastingovera lifespan Through the balance of administering of insulin
ingestion of food and exercisattempt tomaintain ablood glucose lex between 6.0 mmol/L
(According to medical measurementymal fasting blood glucose is 3r@nol/l and 6nmol/l.)
to help reduce complications from the dise@sé Felt It! (Seelllustration3), and2.49 Felt
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It! (Seelllustration 6) arekaleidoscopic colouresculptures ith felted fleecd of rare
occurrences when | experience low glucose levels. When | close my eyes, beautiful, bright
psychedelic flashes of light emerge from the darknkedspict them astsnning deep hues of
navy, purple, pink, red and bright orartatsparkle inmy field of vision. As alluring as the
visual show is, something is very wrong. Starbursts gradually fade after rest and ingestion of
food that elevates blood glucose. Through visual appearance and haptic touch, viewers can have
a sensor understanding ahe experience

Lifebs circumstances sometimes cause a flu
high and low blood glucose differs dramatically between individuals. The sketches enfitled, 2
(Nustration3), and2.4, (lllustration9) are execwd withaquarelle and watercolour paint on
paper, 8 in x 11n a rather f llustrationm&®i um to r e
represenhg low blood sugais a monoprint created with aquarelle crayons on paper.

In contrast to portrayals of low glucose dhe rare high glucose levels evident in the
mono printHi, High (Seelllustration11) andThe Forest on High MornindSeelllustration12)
adigital photographilustrates my experiences of blood sugar levels from B plus mmol/I.
A general feelingf unwellness slowly arises with a headache, lack of appetite, fatigue,
increased thirst and urinaticand irritability. The headache creatasensation that oneasid
a heavy fog; it takes hours after injecting insulin to relieve the sluggish semsati

Susan Wendell (1989) asserts thaiorth American Anglo-Saxonculture we idealize
the body(p.104). Alison Kafer (1998) state, One of t he most pervasive
bodyist hat i1t i s something t haughharédworkéfiodehashoul d b
the right, positive attonadean dedparmatin adn edms ai
Wendell callghis faulty beliefthe myth of contral1989) The disabled [sichr the impaired
becomeghe othedwho symbolize fdure of control and the threat of pain, limitation,
dependency, and death (Wendell, 1989,04) This artwork is a visual representatiornwdfat a
sociatmedical model of disability would considery f ai | ure o6t o ceywtr ol my
moment of thelay. Daily, | live in the liminal spaces as these occurrences of high or low blood
glucose levels happen infrequently, but | exaggerate them here as whenevethattfel, a m a
d i a b thd inteclacutor assumes the worsthe BSSeiestitle also irdicates assumptions made
about the status ofiy impairment and mizealth the momertclaim my existence as a diabetic
entity; thus,| am cripping diabetes.

9 Feltingis an ancient form of textile art. The process to crisditincludes layering combed or carded fibers of
sheep or emu fleece followed by adding hot water, soap and then intense agitation to bind the raw fibres together
credaing a more stable fabric composition.
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Multiple -Methods: A Bricolage
This study emplogd amultiple-methods (multi

methodskpproactio research as no single method alone can
answer the innumerable questions that teem around inquiries
in the field of disability studiesNewly inhabitedresearch
methods were requiredQualitative esearcher Norman
Denzin(1994) sesthe qualitative reearcher as a weléad,
knowledgeable, kind dfricoleur who is thoroughly

informed about interpretive paradigmsBhe idea of a

bricoleur'? suits theparticular sociepolitical and art bents of
this study. The multrmethodsricoleur understands that

research is an interactive process that is shaped by their gaze,

lllustration 4:Yarmol, C. filtered byintersectional understandings includipgrsonal
(2017). BS Series2.7.

[Painting withaquarelles and _ _ _ _
water colour paint on paper, 8 | from the people in the settingh multi-methods esearcher is

history, biography, gender, social class, race, ethnicity, and

I nj x 11nj]. adept aperforming a great number of diverse tasks, ranging

from interviewing to observing, to interpreting personal and historical documents, to intensive self
reflection and introspection (p. 2); they communicate narratives that are fvathedspecific stoy-
telling traditions often defined as paradigms (Guba, 1990, p./®.e r esul ting | abour
or a complex, dense, reflexive, collageec r eat i on t hat represents the r
understandings, and interpretasoof the worldorpen o menon under analysiso (
Lincoln, 2006, p. 3) connecting parts to the whole, stressing the meaningful relationships that operate
in the situations and social worlds studied (Weinstein & Weinstein, 1991, p. 164).

This dissetation waslaterally designed as a series of interrelated studies conducted to
address one programmatic aim (Morse and Niehaus, 2009, ptligd dperationalization of studio
practices for people with ClOgving the research its theoretical thrubt.response to the febdck
from the artists participating in the study, the researchdyfedteredthe directionof the study after

the research processdstarted. Theinductive approach is based on learning from experience meant

10 Art bricolage originating from the French wordscoler, meaningdo putter abouior 6 diby o u r saedl f 6,

related tobricoleur, a jackof-all-trades(Merriam-Webster,2019),refers to the creation of an artwdrkem any

materials that come to hand. Applied to an art context, artists used a wide rangératlitimmal found materials.

Bricolage became popular early in the twentieth century when resources were Bgditioal aspects were taken

on in the 196s in ItalianArte Povera whose intent was to bypass commercialism in the art world and to assert the
value of the ordinary and the O6everyday6é (Tate, n.d.).
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to generate meanin@®m the data sét) collected, to identify patterns and relationships, to build a
theoretical contribution (Inductive Reasoning, 2017) from the observations at the end of the research
process.This multi-methods approach apptinarrative inquiry andarts-informed inquiry

including a/r/tography tbest capture the rich, multifaceted, lived art experiences of the participants

to address the questions posed and achieve the stated study objégtipesst was used to capture

t he r esear cthwith Gpecpotsinquiry undeastudyThe qualitative methodologies

used andhe rationale for each design choice, the sources, methods of data collection, analysis
methodsareoutlined below each stifteading so the reader can easily gain an uratetistg of the
researber® theoretical grounding

Art -informed methodologies
Arts-informed researchers Ardra o

Cole and Gary Knowles (2008)scuss a
dominant, paradigmatic view of
AKnowl edgedo within
where it remains carefully defined and
controlled; acaday and community are
kept separatefp. 60) Cole and
Knowles (2008) insist thahe dominant
paradigm of positivism hierically has
governed the way research is defined,

conductedandcommunicated

T > .= / ‘;’,IA:.
consciously and unconsciousind thus SRR R TS 2 / .

defined what saety accepts as o

knowledge. Generated by research,

[ Monoprint with aquarel

researchers and theorists isgositional,

generalizable and remains the purview of the academy where it can be carefully defined and
controlled and held until itsffectsare determined and passed on for consumption. This
positivistparadigm does not reflect actual meanmngking manents in society when life is lived

and knowledge is made through everyday experi
yarnin at the wharf or transit station or coffee shop or tavern, in the imaginative spaces created
between the lines of a gobdok or an encounter with an evocative photograph, in an embodied
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response to a musical c . Bocietgholds ifast to theideaofnt er pr e
defining AKnowl edgeo as bey cAngdinforntecereseaechic m o f t
linked to a broader commitment to recognise individuals in societiéskasi o wl edge maker
engaged in the act dpf. kénOo)wl etdog ea cakdnvoawnl ceedngeen tfiot h
that make up the human condition including the physical, emotionatuapisocial, cultural
and the myriad ways of engaginginthewérdr al , | i teral, vOffeual , emb
artsbased reseah tries to makéhe explicit attempt to make a difference through research in the
lives of ordinary citizens and in thileinking and decisions of policymakers, politicians,
legislators, and other key decision makers (p. @3ability arts researchersoix and
Macpherson (2015) believe that, AArts practic
material, performative, embodied, ephemeral, habitual arabneoeptual aspects of what it is to
be human. Itis also useful for actively making foohsneaning and knowledge throughaart ( p .
146).

Artist, education artresearcheBandra Weber (200®utlines how and why ar®lated

visual images can be used in reseatafpgeshg thatthey are interlinked. According toWeber

images:
a. canbe usedo capture the ineffable, the hatim@put-into-wordsaspects of knowledge
that might otherwise remaintdde n or are i gnored-aroviding
oncenesso6060 (Eisner, 1995, p. 1) that | anguce

(Weber, 2008, p. 44);

b. make us pay attention to things in new ways engagimgaking the ordinary seem
extraordinary, compelling us to consider new ways of seeing or doing things (p. 44).

c. are likely to be memorabiafluencing the ways we think, act eliciting bamotional
and intellectuakesponses; they make an immediate impact on the reader/ viewer/
community (p. 45).

d. canbe used to communicate more holistically, incorporating multiple layers, and
evoking stories or questiop®ssessingafor al i t y 2 cited(inabegr,2008, 9 8
p. 45) or a narrative quality that provokes and reconstructs ideas (p. 45).

e. enhance empathic understanding and generalizabylibelping usadopt someone
el seds point of view and Thoughpnatapprang i t wi t
symbd, artistic images can elegantly and eloquently communicate theory with
facility (pp. 4546).

1 The ideafor the artworkCoffee Tallka book, and a futurdnew emanates from Cole and Knowles (20
understanding hat deep O6Knowledged can be ascertained from ev:q
beand has beelearned about thiives of people with CIDs from conversations at the studio over caffddea.
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f. encourage embodied knowledgelping researchers to keep their own bodies and the
bodies of those they study in mind 4®).
g. canbe more accessibtean mostdérms of academic discoursey Bsing shared
cultural codes and popular images, visual expressions make accessible the
communication of research to a broad audiencéqg)p.
h. facilitate reflexivity in research desigis they reveal much abdbe person wo
produces them as they do about the people or objects who are figured within them (p.
46).
i. provoke action for social justidgcause although they seem personal by the very
nature of their provenance and creation, are also social (p. 46).
J. can provokeeritical questions and encourage individual and collective actiomp.
47).
The Right to Be an Artisised a multmethods approach with a strong focusadn
making andmagery to credit the knowledge of artistswithClbbes d t he r esearcher o
percepions of the theory, thguestioning of thatatus quo andueriesunder study.The
imageryused ul fi Il 1l ed Sandr a Weber 6knhowedgemnakisginabout i r
research

Alrltography.
Due to my background as artist, aresearcher, geacker and my key inquiry questions

| can easily relate ta/r/tography, aesearch methodologleveloped by Rita Irwin, Stephanie
Springgay, aa kindof fliving inquiry, that isripe for researcfWilson, 2003). Thisarts

informed practicebased methodolgy brings together various aspects of mylimmethods
dissertationart making interdisciplinary theory and practical applications for people with CIDs

in anart studio. Drawing its influence from the wordf many artisé, poets and scholars

a/rltograpical practice has rerriting and recreating as its purpose (2008, p. 908jts and
educatiorfocused a/r/tographybks tothe processes aiction researctvhich entailgplanning

acing, obsering, andrefleding without prescribing a concrete planmethod This process

was key to this study as | was uncertain as to what my study participants would share in their
narrative interviews. The analysis of their narratives brought about more questions and furthered
opporunities for deepening the resdarcA/r/tographyfiasks questions, enacts interventions,

gathers information, and analyzes learned information before posing more questions and enacts
more | iving inquilriykoe (Arriwsitno t $2d0ddis@letghpitheoce,)c.o n c e p
praxis,andpoesis a/r/tographyintegrates knowing, doing, and making (Irwin and de Cosson,

2004, p. 27) mergingrtistic understanding with the continual process ofltifeg
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learning/researching and teaching being continuously committed to inquiry over tiime (Ir
2008, p. 3).

Through the metaphor of crabgrass
Deleuze and Guattari (1987) describe the
concept of rhizomes growing in all directions
and how they Aconnect any
pointo (p. 21). These in
havemultiple entry pints (Wilson, 2003).
Irwin et al (2006) say that by disrupting the
linearity of beginnings and endings the
i mportance fofinmeticeres mi ddl e
emphasi zed (lpet welénr ens sain |
metaphorically conceived as a fdo create
spaces btransformation or new

understandings rather than findings. A

rhizomatic metaphor is integral &dr/tography

lllustration 6:Yarmol, C.(2018. BS Series | involving both seHinquiry and collective

2.4Felt it! [Sculpture with dyed feéd inquiry as artists and educators understand that
fleece, 15nj xnj.1 1

relationality permeates our existen(lrwin,

2008p . 3) . Il rwin asserts that, fAal/r/tographers
they knoan@antdthatot heory and practice are Afol
and | i v e(o2)muclylike narsative inquyr. | readilycomect withl r w ipainbabout
a/rltographic practica the work that | do as both an educator entthe study at CVS as
researcherall of my experiencebecomenterconnected| cannot separate nartistic
proficiencyand trainingrom my researclventures My experience and knowled@pecome the
medium through which decisions to observe or to more directly participate are made

Springgay, Irwin, and Wilson (2005) assert that the concepts or renderings of engagement
in a/r/tography arattentive to thesensual, tactile, and unsaid aspects of
artist/researcher/ t &achéogdixpdrandgesngyatkelbeed p. 8

21rwin cites Gilles Deleuets translated un/folding as dividing endlesiid within folds existing side bgide
perfaming the inbetween spaces or relational inquiry in a/ritography (Irwin, 2008, p. 3).
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contiguity, living inquiry, metaphor and metonymy, openings, reverberatodgxcess These
renderingseeways @At o move into the boundaries betwee
and all ow each to i mpact o0 npexxd.nrhig nmethadologyf | r wi n
relates to my own life and studiesitis impossible taincouple my roles asartist, researcher,

and teacheflllustration 7)

- TR Irwin et al (2005) state that,
4 // e SN . continguitythe first rendering in

; - : a/rltographyfis a coming together of art and
graphy, or i mage and wor
important whenncluding both visual and
written processnd products of a research
text (p. 900). Engaging a/r/tograph
practice means to query the world through a
practice ofart making and writing.

Through fAa process of do

includes the creationf @art and words that

lllustration 7:Yarmol, C. (2019), are not separate ofuktrative of each other

Artist/Research&Teacher:Connections but instead, are interconnected and woven
[Sketchbook Drawing with coloured Sharpie

and acrylic ink on paper) 1hjx 11ri. through each other to create additional

meaningso that are const

descriptive (Springgay, Irwin, and Wilsétind, 2005, p899). The roles of
artist/researcher/teacherdatme practices therein are also emphasized by contiguity with the
understanding that living with these three roles is to live a life dialectically moving between,
connecting, and not connecting with them (p. 901)s filled with curiosity and questiang.

This aspect oé/r/tographic methodologyorrelates with my way of workingelbause image is an
integral component of the inquiry processtations in my sketchbook and creation of artwork

based on what | amxperiencing are integral tbe communiction of my overall understanding

B Althoughvisual imagenydirects this discussion a/r/tography also compriser art forms including music,
dance, drama, film, etcetera as they are often artificiality separated
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Living inquiry, the second rendering in a/r/tograpisya thoughtful, enacted way of
knowing and being evolving though acts of deep engagement. A/r/tognayginges from the
liminal spaces of artist researcher andheam everyday life (2008, p). Irwinetal (2005),
contend that living inquiry encourages one to slow down and notice the world around and to
guestion it. As a living practice a/r/tograpkyattunedo, fito memory, identity, autobiography,
reflection, meditation, story telling, interpretation, and/or representation,
artists/researchers/teacherso integrating kno
experiences that convey meaning rather than {&etslllustrations 36, 11-12, B.S.Serie3
goinghandin-hand with narrative methodological practicétappenings integrate the personal,
political and prof essi oGhaléngirmsr/ographiaccoorfts cann e 6 s |
expose contradictiorend assumptions of living inquiry.

Metaphorandmetonymyare the third renderisgAccor di ng to | rwin et
metonymy is a wordo-word or imageto-word, or imageo-image relationship, which
emphasizes a displacement in the subject/objediae)asuch as part to whole encounters (p.
94) and a fAmetaphor is the substitution of si
other in the signifying chain.o Al t hough the
other in unifcation (pp. 90€05). Through metaphor andetonymy,we can make our
experiences comprehensible. They permit both understanding yet ambiguity of meaning at the
same instance (Irwin, 2008, p.5), shifting in time creating deeper insights. Doubling and
redoubling aspects of metaphor and metongalyse a movement of meani{@ge lllustration
14 Flexible Embodimeit

Openingsthe fourthrendn ng of a/ r activeagdresporsiyeequiang e i
attentiveness to what is seen and known and t
p. 904). Irwin (2008) considers cracks, tears, holes, losses, invitations and encounters as
dynamic examples of openings (p. 5). Irwin assedsitiguiry can opefip conversation
leading to relationships that reverberate with meaning (p. 5) invitingrad participation For
an example of shareattistic partnership see the joint work of Yarmol and van Duff¢&19)
(Figures6-7).

Reverbeations the fifth renderingcall attention to movement shifts meanings allowing
for meaning making on deepewels across time with others (Irwin, 2008, p. 5). Often meaning

making can occur with social engagement within social networks. Irwin ejgésiuthat
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reverberations excite slippages of meaning resisting and pushing forward new understandings
(2005,p. 907)

The sixth and final rereding is Excess Excessan represent waste and the sublime
(Irwin, 2008, p. 5). It can aid the examination of fears and desirea®nadotiation of everyday
experiences. Irwin et al say that excess is open, pliablearstantly changing (p. 908). It
guestions material sstances, how things come into being, philosophical nature of existence and
meaning making.

As dynamic and intersubjective concepts, all of theseerings perform alongside one
another with the gssibility of beingi e nact ed t hr ou g heswleremeamgs i ¢ as
and understandings are interrogated and ruptu
transformation of the idea of theory as an abstract system distinct and separate fromtpractic
become theory as practice, an embodied living spaicgoiry (p. 5). Through the relational
aesthetic inquiry approach of a/r/tography it is my hope that the embodied exchanges between art
and text created and between and among the roles ofrassticher/teacher in this stualiji
enricht he virewerd /s per spectC(ClDseas gambupgovivanre opl e w
studio setting.

The sketchbook asdata.
A sketchbook is an essential component of the a/r/tographic prosessrding toartist

and art educator Lillian Gray (2017)sketchbooks a private, safe place to work out ideas,
explore possibilities, solve problems and make mistaKegping a sketchbook is a
commi t ment and a way to keepiteanactasplacestt 6 s cr ea
sharperobservationaskills. Drawing in the sketchbook cd&rostcreativity allowing an artist to
make random connections and juxtaposecepts This isan idea akin toeverberationsthe
fifth renderingin a/r/tography explaied in theA/r/tographysection. Sketchbook drawing is a
way to emotionally download thoughtlistil ideasand gain clarityto focus on major creative
projects.
In his bookDrawing is Thinking2008) American graphic artist Milton Glaser concurs
withLi I | i an Gr ay 0 sastemftrthes:nal e taking it

Drawing can be considered a form of meditation. Meditation involves looking at the

world without judgement and allowing what is in front of us to become understandable

[to the artist who createtie drawimg]. Art, in fact, may be the bestay we have to

experience truth or what is réal | believe that art is a form of mediation for both maker

and witness and that, like meditation, art makes us attentive. If you say that the aim of art
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and meditation isat produce attentiveness and quiet mind so that it can discard pre

existing ideas in order to see what is real, then we can say all of the arts share this. They

help us to survive by encouraging attentivenes&Xp.
Glaser believes that both the nealkand the viewer become mattentive, one by creating the
work, the other by experiencing it (p. 1Ai t h Gl aser 6s theory in mind
processall of the artwork created for this dissertation began from concepts drawn or noted in a
sketchbook including thech discourseof interviews, going®n at the research site, and data
collection in the form ofiéldnoteswhich supporcumulative data analysis.

According to a/r/tographer, Julissmburner, —
P&X‘m B %?yﬂ.ﬁ"‘:‘( (@7 bl

A A rbased journaling methods prde the opportunity e e — da(f A&,J

to reflect in action and on action aesthetically,
intellectually, and intr
Lymburner further elucidates the importance of
sketchbooks stating thdlvisual journaling and diaging
allow her to investigatestevant research questions, anc
to juxtapose meaningful text with image, outer
phenomena with inner and negotiate a path that
simultaneously accepts her role as a devoted teacher,
developing artist, and a disciplinedeea r c her 0
87).

0 !
A sketchbok is a place to document possible wﬁ/; LY on tng WWWW Tsui;; L
. . . . ! 7V W
journeys to final solutions by acting as a place to » QA "L;OV’/ WM]/“)' l

research, write, brainstorm, experiment, test, analyze lllustration 8:Yarmol, C. (2019). Being a

refine concepts for artworkSee lllustration 83eing a FI 'y on t[Draavingwath gereil
and bl ack plen), 8

Fly on thewWallé for an example oh sketchbook

notaion made at the research site tlaé¢rbecame a finished artwarkn short journalingis a

way to creat@ n  a owniinspirai@from what they seelt can become a point of departure

for meaningful imag@roduction in a range of media. Theatw k can deepen the r
understanding of the concepts presentadoth pre and post interviewthe artistan The Right

to Be an Artisstudy continuallyshared details about their artwakd notes about their
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discourseveredocumented in a sketichok that becamimstrumental ircumulativedata
analysis.

Artwork.
The artworkby the CVS artistsvas viewed holistically according to the intended subject

matter, thanaterialtechniques appd, the selection of media used and the explanation of the
atist who created the wor Kk i n uoiqudsg/les.Roro devel o
and Macpherson statethatT he art wor k i tself i s of wvalwue, f
human expression where knowledge is created and meaning iif2dé, p.144). Creating
artwork is a form of exer cat@\MSmamglnthexcommunityatp ant s 6
large Fieldnotes were coupled with the analysis of the intervievasidofurther information to

each parti ci pmuthelr working mocassaadiheie cseatiohsaddition,the

sketchbook journalingnentioned abovhkelpedto visually document thehenomena witnessed
andprovidedvisualnotation leading tontellectually creativert making

Narrative Methodology
A characteristic of narrative inquiry is the identification of experience as $iamilton,

Smith, and Worthingtar2008!4. People shape their lives through story and the story is an entry
point by which the experience is made noteworthy. In their sitithe potential contribution of

narrative inquiry to disability studahes, Smit¢t
il luminate a great deal about the personal as
6i nternal i zeddngvwsearkhers th exploeehiwedpeariences and preserve a

sense of the O6indivi duBhktapre rad smd ciom ttemed swd rhlad
inquiry bears within it the promise of fashioning a kind of scholarship that seeks to practice a
deepfidelity to the possibilities of societal and individual transformation, resistance and living

i fe diff e Aeording touwisua(narrativelirgjyireHedyBach(2008), the

philosophical underpinnings of narrativeuiry are situated in JohDewey's(1938)views of

experience (p. 938). Dewey views humans notsiapiys ubj ect so or fAi sol at e

theyare originally and continually tied to their environment, organically related to it, changing it

14 David Polkinghorngl 2 0 0 7 )  a sNarmtivé resedrch ia the study of stori€ories ag ubiquitous,

appearing as historical accountsfiaBonal novels, as fairy tales, as autobiographies, and other gedu@ses are

also told by people about themselves and about others as part of their everyday convehsatéitison to the

stories t hat appear i n pe ogratieedesearcherd stutyastoyes tbey solic from atheisio n s
oral stories obtained through interviews and written stories through reg|(es47)
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even as it changes them; they areplieattached to what surrounds them. For exangbter

artist Judith Scottwhowas diagnosed by the medical community vidibwn Syndromend
deahessandwasinstitutionalized shecame to th&reative Growth Centriem Oakland,

California,a studio supprting people with CIDs No onecould ever predict thathe would have

one womara show entitledBound and Unbounf 2 01 4) at Br ookl yn Museum
for Feminist Art. Tom di Marigformer assistant director of the U.C, Berkeley Art Museum and
Creative Growth Art Cead redksedialcdatbheS csa tntc@es 24
answered, fAWhen you ask someone to participat
themselves, and like Judith, they had been silenced or have not besioasdtiehis before, the
results can be as tluedithgaradigny autlinedby aarrativesear¢hérl 5 ) .

and social work theorisbalriela SpectoiMersel (2010ps a structure to guide thjeestioning

strategies and analysis of the nawed presenteth this multrmethods study (Yarmol, 2013)

Narrative framework of Gabriela SpectorMersel.
Gabriela SpecteMersel considersarrative inquiry as a paradigon belief system that

can guide ugrowing out fom the ontologicalepistemologial, and methodological assumptions
of narrative inquirers Michael Conlhyeand Jean Claridin (19983. The followingsix major
dimensions organize Spectdte r s el 6s (2010) nar ntaldgy,ve resear C|
epistemology, methodology, inquiry aim, inggr posture, and participant or narrator posture.

Theontologicalquestions:fiwhat kind of being is the human being? What is the nature
of reality® (Guba & Lincoln, 1994, p. 108) hetp examine the form and nature of reality or the,
Ast or i e dunaraconduc® @§niSLA86 bited in Spectaviersel, 2010, p. 211)
maintaining that social reality is primarily a narrative reaétyphasizing the central place of
stories in our existence (p. 211).

From anepistemologicaperspective, that is, one thlguestions what is the nature of the
relationship between the knowarwouldbe knower and what can be known? (Guba and

Lincoln, 1994, p. 108), the narrative paradigm shares underlying assumptions with the

15 Segments of the text presented in the Narrative Methodology section of this dissertation havedifesthfrom

an earlier work by the author. Gabriela Spe¢te r sel 6s fr amewor k was presented in
Yarmol, C. (2013)Listeningto Voices of Exceptional Students to Inform Art Pedagotya st er 6 s Thesi s) .
from Electronic hesis and Dissertation Repository. (1371. https://ir.lib.uwo.ca/etd/1Bxi.to the suitability of

the framewor k and t h eeffativanésoto dnalysd narmtivé data, it has peernvusetito i t s
analyse data for this dissertation
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constructivist paradigm where we understand dweseand our world by way of interpretative
processes that are suttjge and culturally rooted (Spectbtersel, 2010, p. 212).

Methodologyasks the question: How do we know the world or gain knowledge of it?
(SpectorMersel, 2010, p. 209)SpectorMersel states that qualitative researchers employ an
extensive array ofl) materials that serve as data; (2) methods of collecting or producing these
materials; and (3) methods of analysis and interpretation (p. 213). If social reality is a narrative
reality, then narratives are the natural channel for studying it. Hoedpigralist position,
SpectorMerselb el i eves t hat the researcher i s not Ath
contributing to the understandi Padgicipartsad kal ei d
alternative interpretive narrative interpretasare also possible hence the research report is
always a partial version of the reality.

SpectorMer sel 6 s dmlquiecymimptrangeofrom fAipsychol ogi
focusing onmternal, emotional or cognitive processes on the one hand, toogpcab)
ant hropol ogi cal and hi st orliamusihg aqgioten@ritionistn s o n t
approach to narrative in researchgonnarretieesasi s, t
a tool in improving teaching, advising ormental it me n t 6Me(s&, 2G1@, p. A16). My
aim is Ato O6give voiced to marginal [ized] pop
resear c hMersél, 2016, p.t21b6) knowing thikam an interpreter of their stories.
Advocacy and activismareapr t of the narrative process as tfF
participant and facilitator in this processo
researchersandtheg nomena t hey s t(u2ly) ltaonsiders thesratipnshipa b | e 0
bet ween the Aknown and the knowero or dAreal it
216). The inquirerds voice is that ofl9%pipdpssi ona
actively engaged in facilitating thie m u-Voica reconstruction of his or her [their] own
construction as well a As reconstruetions dre f@rhed andt her pa
individuals are stimulated to act on thethange idacilitated (pp. 114115) creatingvhat
educational thewst Paolo Freire (1970) would cataxis.
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In theinquirer posture theinquirer is cast in the role of participant and facilitatothis
constructivist inquiry process (Guba and Lincoln 1994,18). SpecteMersel suggests that an
interactive voice aims at expressing the mutu
narratorsod voices, f oc usnsandpemsonal expegiences(8080p.c her
218). The researcher e a process in what Clandinin and Connelly (1994) claim demands
simultaneo[mdtipd]ldcuse¢ct ions: inward and outward,
147) to understand how thereséaer | nt er prets the dat a. The r
disability is aesthetically realized in ti&SSeries(See lllustrations-®, 9-12) and assists in her
understanding of medical models of
disability through a lens of lived
experience.The aim of a constructivist
i nquiry is fAunders
reconstruction bthe constructions that
people (including the inquirer) initially
hold, aimingtoward consensus but still
open to new interpretations as
information and sophistication imprave
(Guba and Lincoln, 1994, p. 113).
Readers glean information from the
resultirg narrative text which includes
both the data from the research and the

researcar 6s i nterpret

In SpectorMe r s el 6 s

lllustration 9:Yarmol, C. (2017)BS Series2.4.
[Painting with aquarelles and water colour on
narrators are at the centre of narrative | paper .1 18nj]l.nj x

participant/narrator posturethe

inquiry, however not as informants, but
as active ageniaseparable from the phenonaamder inquiry.i 1 f we wi sh t o hear
r e s p o rstrees) the &ve must invite them into our work as collaborators, sharing control

with them, so that together we try topunder st
249). SpectofMerselc oncur s wi t h  Mi s hénmoeradicsrationdtepaares har i ng
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developed with participants who share control over the various aspects of the inquiry with the
researcher which is marked in writing the final research repotQ( p. 217f.

SpectorMer sel 6s appr oach f ol Imphasizesa holistic matare i ve o
in four major ways: first adopting a multidimensional and interdisciplinary lens, second treating
the story as a whole unit, thifdcussingform andcontent and forth attendingto contexts
(Personatommunicationwith Kathryn Hibbert,January 142013). The focus of th&ight to Be
anArtisbs narrative inquiry is to gather stories
practice as artist

Model for interpreting narrative data.
The SpectotMersel (2011) modelconsiders narrative accounts as overt texts, oral or

written, recounted sequentially by a teller (instead of exchanges of questions and answers). To
collect these overt texts, shacourages the useofopem ded questi ons such as
your childhoodod or ATel | -Meeselt20lé, p.sl&3por iy thiochsey o ur
ATel | me about your exper Opemendedquestions@love at i ve V
participants to create responses that convey their cultural andlesquoésiences (Neuman, 2000)
allowing the storyteller to structure the conversatidth the researcher asking follewp
guestions (Gray 1998, p. 2 cited in Bell, 2005)

Examining the siry as a whole, Spectddersel (2011) begins with ammediate
contexd time, place, audience, setting (e.g. research, studio), and direct triggers for narration
(e.g. question, remark) moving taracro contexd the narrow circle ofthenart or 6 s. | i f e (
events that occurred recently or that are expected to take place in near future, general mood, and
so on); eventually leading to what she termsnsaaro contexbr broad social, political, and
economic conditions in the larger socigby {73). Theseoncepts work particularly well for the
study questions involved ifihe Right to Be an Artist

Biographical facts are chosen, filtered, and sorted, with the purpose of confirming an
establishe@ndpoint (EP). AnEP is the point of thetary to be told p . 174) or the foc

16 The six mechanisms described anengnarized fronSpectorMersel, G. (2010). Narrative Research: Time for a
paradigmNarrativeinquiry, 20 (1), iii, 204-224. doi:10.1075/ni.20.1.10spe and methodology are outlined in
Yarmol, 2013, Masteof Art EducationDissertation.

17 SpectorMersel, G. (2011)Mechanisms of Selection in Claiming Narrative Identities: A Model for Interpreting
NarrativesQualitative Inquiry 17(2), 172185 doi:10.1177/1077800410393885.
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identity being cl pl74)dtds inipdrtandta mpte that theEPsecogmizgdo  (
at thebeginning of the inquiry by the researcher may alter throughout the retelling process.
Because it is aubconscious prass, the participants themselves determine the overarchjng EP
not the interviewerand periodicallya different EP is claimed (p. 174) at the end of the narrative.
For example, in this study, at the start of the intersithwe selecte@Pwas to learn sgific

details about the artstéxperiencesf art makingbut otherEPsemerged such as social

hardships experienced at the former workshops or financial isShestesearcher treats the
narrative as a whole unit carefully regarding form and contegtng attention to contexts, and
employing a multidimensional interdistimary lens. Finally, nuances are enhanced by changing

the lens or the filnfior what the researcher is trying to leathis important to note due to my

i nquipastaretijepat i ci pantsd interviews wered®l so int
posi ti oning employing the interviewerods own |
teacher.

Following and then movingeyond the work o€landinin and Connelly (1998a, 1998b,
2000),SpectorMersel formulatesix mechanisms for constructing naivat identities and story
analysisinclusion, sharpening, omission, silencing, flatteniagdii a ppr opr i at e 0 mean
attribution. To facilitate a swift understanding of these mechanjsSpecteMersel uses the
metaphor ofaking aphotograptwhich also links witha/r/tograply 6 s i metaphorso f

The mechanisms of narrative selection might be further clarified by thinking of a camera
changing its focus depuwposs(the gP):Cartaihdventsp hot og
enter the picture (inckion) and others remain outside (omission and silencing). Some of
the former appear at the center of the picture (sharpening), whereas others are seen only
at the margins (flattening). Finallyesired nuances are enhanced by changing the lens or
the film (meaning attribution) As illustrated by this image, the mechanisms of selection

are by no means unique to claiming narrative identities. (2011, p. 176)

After the completion of each intervietve video footage was transcribed using a-stop
transcribestart approachnd film stills were usetb capture the idiosyncratic nature of the
descriptive narratives about the artwork to offer additional information for analyisesuse of
squarebrackes indicated facial expressions, body language, and voileiions observed in
delivery of narrative productioand thenumeral inparentheseseferencedhe line number in the

interview transcript The utilization of various hues was added to the tapison text before

18 An explanation of a/r/tographyasprovided in tle previous sction Arts-informed methodolgies

32



analysis including bolded red forird i gat or 6s key questions, red
blue for narrative responseandgreen for fieldnotes making it easier to promptly identify

various aspects of the narrative. Base®pactorMer sel 6s (2011) interpret
following codes were employed to identify data: [INC] inclusion, [SHA] sharpening, [OMI]

omission, [SIL]silencing, [FLA] flattening, [APP] for analysis. The coded interview data was

globally reviewedfor e pet i ti on acr oss i ndi vierd2008,lp.4parti ci |
Anoting underlying patterns across Cebl@gmpl e of
back across the individual data analysis tabtdped tadentify repetition acroshie sampleo

develop the overarching themesoottliers for example, theppreciation of the support

volunteers offeed artistparticipants Figure 1 presents table organizing the analysis of
narrative data fr om i ndixanechanisemg $or canstiuctigg neBratieec t o r
identitiesand story analysis.

Figure 1: SampleTable Indicating Analysis of Coded Interview Data

Artist-Par t i ci p a BmilpRarsddisome :
Length of time at the studio, details about their working process from filelnotes
Fieldnotds) in green with dat® indicate an observation or a conversatioming the fieldwork at CVS, photographs of artwork

g has been attending CVS for approximately 6 years foitwoeclasses weekjyshealso attends other astsmsed progams in the
community
g lives with her mother within a 10 km radius of CVS. A parent drives her to the classes.
g uses bright hues tihat emphasizber subject matter.
g subject matter isf naturalistic imagery inclding flowers, birds in brightly ficontexts.
g creates abstracbmpositionon some of her larger paintingmd onher cardgor her art businesg§ mi | y Par sonson
g outgomg and has a posmve attitude about learning new skills

; g July 8, 2019: | sat beside Emily in ¢d making class. She
wanted med show her how to draw a bitd make for her Auntie
Carol Together weeviewed geometric shap circle, rectangle,
square and triangia my sketchbookleft) which | labeledon
oneside of thepage We then iscussedhe shapes we saw on th@s
photograplof the Blue Jayrovided bythe instructorjn pen,|
drew theshapedlirectly on thebody of the bird in th@hotograph.
: Onthe oppositesketchboolpage | createda drawingof a Blue
Jayusinggeometric shape&ze discussed and that | had drawn on the photographtlined my
Blue Jayimage with a solid contour line. Next, | used the-tafer painton palettest the table to
demonstrate how to paint a background #re body colour of the bird. | showed Emilplatting
technique for the background andrg-brush feather technique for the wings to paint over the so
blue base with acrylic paint.

Before Emily drew, weevieweal the process step by step (drgeometric shapes, trace owath contour line, pply body colour
with paint, pain an additionalayer withblotting technique, dAprush feathering technique on wing#js she created her own Blue
Jay, | verbally reviewed the stefis sequencencouragng Emily through the procesdJnsure of the feaeringand dry brush
techniquesshe practicedhemon a piece of paper before applying paint todwyd copy She was very impressed whbkrresults
from thenewtechniquedearnedand decided to create anage of &Cardinalnext Emily remained focsed throughout the entire
drawing and painting procesShe proudly held up her work at the end of the session for me to photograph. She immediately
her parent who came to pick her upp.few weeks laterher mother reported that Auntie Carol HeaimedE mi | aptwiork. * Note that
thisdrawing and painting process was a new way for Emily to create greeting cards as she habitually painted actastyddstr
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¥ going to say it

overpainting.
[Emphasi z|
tryingo t
laudhs]

(89) Oh, okay.
Emily. [ Laugh.]
(90) [Emily smiles
broady.]

OPEN [INC]: [SHA]: [OMI] : [[SIL]: [FLA]:  [[APP]: | OBSERVATIONS
ENDED Certain Someevents Other Other events | Other Nuances | & NOTES:
QUESTIONS: | events enter | appear at the events | remain events are | are Coding for
the picture center of the remain | outside seen only at | enhanced | répetition across
Line (#) picture outside the margins | by individual
Int_er_vi changing [Participa
questions in the lens responses
bolded red. or the noting underlying
I ntervi film patterns across
responses are example of stories
marked in
red.
Line (#)
Parti ci
narrative
responses in
are marked in
blue
(80) Q5. [Emily shared | (83)Yes Emily Emily knows | She flattens | Emily is Other artists also
Can you herartmaking | (84) | say a few does not | that her any possible| very express their pride
show me process at things [She puts discuss | mother does | disagree proud of | in their work and
your art? CVS readily her hand on her theextra | not enjoyart | ment with her openly share detailg
showing me chest and then work she | makingbut her mother. | artwork. about both the
Tellme a examples of | gestures outerd to | and her | appreciates | Emily copes | She sees | process and the
little about her work.] indicating where | mother | hermo t h e| with her herself as | subject matter.
your art. (81) When hermotherwould needto | willingnessto| mot h e r| an atist.
you are at sit when helping do to support her | dislike of art Emily has a positive
home, what her] whatl would | complete | process She | makingwith relationship with
for example, like to bedore. cards for | silences th humor. her moher, one of
doyoudoto | (85) Yes. the discourse that her caregivesas
create art? (86) My art, | have | chuch occurs in art seen in line (88).
(82) Usually agreeting card bazar or | making time Like other artist,
Mom works business. It is a show. | at home (88). shefeels a sense of
for me.[Emily | fascinating how empowerment in
shows me a you get everything | Emily her artmaking
series of cards| done on time. You | also has experiences (86).
that she have every art her own
createdSee detail down distinct She enjoys the
example because you don't | style and classes immensely
below] want to miss becomes and feels confident
anything [Emily frustrated with her own style
saysemphatically.] | if she is but is always
(87) Okay. not left willing to learn new
(88) When Momis | alone to techniquesShe
trying to hdp me createon requires scaffolding
painti ng | herown of learning

(Fieldnote, July 8,
2019)
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Thesenarratives were not the only source of datant€xtualizing the stories,
triangulating them witlp a r t i @irtwork, and sbh3ervations recorded as fieldnotes in the
studio extended the understanding of the storidseper descriptions of the rationbkhind
these data points are outlined in Methodssection in this chapterAssembling the stories
alongside one anothenabled a&ompareandcontrastrocess to gher and to extract the
studyd Bndings or new understandings

Positionality of the researcher
Both narrative inquiryanda/r/tography methods focus on the positionality of the

researchersessentiatonsiderationsvhenshaping the initial study step wgmalysing datand
arriving atconclusions In a/r/tography, the broadly conceiveidand inseparable roles of
artist/teacher/researcher (a/r/t) are identities existing in a contiguous relationship with one

another (Irwn, 2008, p. 3and in narrative inquiry the researcher assembles the data from their

personaktance
VerstenherfWeingartner, 1967, p. 7) ghilosophical hermeneutiés deemed as an
ethical consideration in narrative researéttcording to gychologst, narrative
researcheDavid Polkinghorneit is important to state th@osition from which a narrative
inquirer sitiates hisher[their] interpretation(2007, p. 13 | completedhe analysis and
interpretation of the data of the CVS resedrom a philosophical hermeneutics position:
Philosophical hermeneutics, holds that the interpreter encounters a text fromhigtor

her[theifAipr ej udi ceso0; i nt esatignal didlogue th@mugh wheh | i k e
meaning is a product of interactionT.he philosophical hermeneutic position holds one

cannot transcend oneds own Thus,sexktuar i c al

interpretationsre always perspectivaNarrative resarchers engaging in interpretation

will make different claims about their understanding of a text depending on which
position they take They need to let readers know which approach msotheir
interpretative claimgPolkinghorne, 2007, p. 13)

Concurring withPolkinghornemixed-methods researcher John Creswell (2013) explains that as
they research, researchers not only need to actively collaborate with the participant conversing
abouttheir stories butneedti be r ef | ect i v esonallara pditical backgraundp w n

which shapes how thegstoryt he accodvnt (s) o (p
Socialpolicy and narrative inquiry researchers Jennifed@e, Sonia Ospina and Erica
Foldy (2005) maintai thatnarrative inquirers do not claim to document reality but capture

individual interpretationsof reality [emphasis added] as well as shared social constructions
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among a given community (p. 289). Poliforne (2008) asserts that narratives becomeiveea
productions that stem from the researcherods ¢
similarities in texts (p. 483).

Storied responssfrom participantartistsare contextualized by using rair/tographical
stances andicognitive processeefr r ecogni zing patterns and si mi
(Polkinghorne, 2007, p. 13Clandininand Connellfy20 0 0) assert that, dAit i
little self-exploration before engaging in narrative gese ¢ Acoording to narrative researcher
KathrynHibbert, e mining of the selfontinuesbut it is important to recognize and
acknowledge that narrative is 'research with' rather than 'research oniustenderstand
ourselves well to do 'researchtiwiso that we can do the best job possible pfagenting the
intervieweegPersonalcommunication2012). It is thus imperative that | outline how | come as
a researcher to this study.

There s ear stdiyer 0 s

| amacisgenderheterosexuakducatedyhite, middle classCanadiarborn womarof
Eastern European heritage with autoimmune disability workings an artist, researcher and art
educator in the publisecondangchool systemlit is difficult to remember a time when | did not
make art. | often illustrated countless stories with myrsisted collected natural objects to
create sculptures. Asyaung child my mother was very ill with a rare form of cancer and | was
often left in the care of my grarghrents, Baba and Gigi. | spent numerous hours in my Baba
and Gigi 6s ¢ slepimgigardep bebindudheicheugewmdich became the firgil etbt
subjectmatterof my abundantirawings only second to a copiousmberof life drawings of my
family. Hours outsidevould translate into many'4« 6" sketches drawwith black, red and bl
pen orasharpened, yelloworangeEberhard Fabdvlongol pencilapplied ontaectangles of
white, yellow, pink and blue recycled paper my Baba had cut and left neatly piled in a black
Lucitecontainer by herotary dialtelephone until my father came &té¢h me. Thesesually
descriptive drawings greuato a love of art when | entered nursery school and kindergarten
where according to my mother, | was a proléitist

When | myself grew ill with an autoimmune disorder as a child, art became a w@yeto
with the disability. My interest in art cantied through my elementary career where | won
several awards and publications for drawing and followed me to high school through

photography, sculpture, drawing, and painting. My mother, who healedraftesmovabf the
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cancer, began to sell art sbhete was no shortage of interesting artists at our house at any given
moment.

Not only did | delight in the studio arts but, | thoroughly relished learning about art
history. To me art was the key t@taing about people in the society in which wedig® it
was no surprise that | earned the art award in a high school of 2500 students and decided to earn
a Bachelor of Fine Arts at university. But how does one connect this interest in the job market
when one needs to a medical plan to pay for meditatibo meet my need for a medical plan,
leveragamy skill in teaching others, artd complement my desire to teach, ddpplied fora
concurrenkeducatiorprogram and eaata Bachelor of Education

My interest in researching the lives of people witb€began in my youth when |
worked forthe EtobicokdéParks and Recreatiatepartmentl9871992. The response to
deinstitutionalization in the 1970980s, and the propagation of thermalizationconcep!®
prompted the sproutted, @fr @d it €a ihisestiiovopto o @ ama di
community. Through this transitional phafeleinstitutionalizationthat is, individuals moving
from institutionsto communityplacementsheavily staffsupprted, segregated programs
runningparallel to more integrated settingsisted A fisame but differento
staff training sessions, as the integration of people with CIDs into mainstream communities
became operationalized worked as aay camp leader integrating campers into the program at
day camp for two summerand as a program director of the camp for a-faonth contract
facilitating daily activity planning for all campers in attendan€enventional wisdom of th

time promoted itegration of campers with CIDs but only offered limited supports for individual

Normalizationconceptr e f er s t o the belief that all individuals with
establish and /or maintain personal behaviours which are as culturally nornsakasp b1 ed ( Wol f ensberger
Afexperiencing the rich sti mulyarlvingwihdmily merberggandaivol ved i n
experiencing friendships, 0 stressing contacter,28li3tph peopl e
227). AccordingtoTaylo (1 2006) , Wiheofyemarmadizatpreptaded equal emphasis on changing society

and service systems, on the one hand, and changing individuals, on the other; this is incompatible with concepts of

disabiliy cul t ur e and dnios, 4989 cited in Yaylor,.exii)Norinalizatiof he¢ame a nemay to

supportpeople with CIDs: 1. for consciousnasssing to dislodge prejudices and biases general society at large hold

against people who arefidirent 2. as a powerful organizatiahtool that has developed in the human services scene for
consumers and advocates to marshal their streBgth initially indoctrinate and train all potential human service

worker® physicians, nurses, therapiseat¢hers, administrators, anybody ie thuman services embarking on their

educational coursd. asasocim evel opment al model of growthécoherent and
for all human services: a guide (Bronston, 197, p. 4&Xecutve director and ombudsman of FUB, ®eedish

Association for the Developmentally Disturb&tgnge Nirje (1969) explains that the normalization principle had its

basis in Scandinavian experiences from the field.

37



leaders with these children in their group®ung staff members sought out clarification of their
duties requiring additional daily programming tips.

In 1992 | becamea program director oNew Strides Day Cam} a segregated day camp
for participantswith special needaged 1421 yearé!, designed by medical specialistsith a
staff of 3 leaders and one assistant director for 20 campers paregksession.The progam
focused on engaging teenage campdrs often had both CIDs and physical disabilitiean
active social setting, where they were encouraged to pat&dipanusic, daily calisthenics,
sports(including swimming twice a weekfommnunity volunteerismtouring aroundhe cityand
creating visual arts in the community at large.

In the fall/winter session, | was employed as a program leadreidafy Nighters a
segregated teen recreation program run at a, ledzn,community scholo Friday Nighters
was a program whose premise was to encourage teens to socialize. The program included
creating art, playing board games, going on trips to see films and the like. At the same time, |
also worked as a staff membeiKangsway Cluba €gregated adult sadiclub run in ahurch
basement. The activities in this club included card games, crafts, social miegaegs and a
socialatmospheré¢hat forged dsting relationships between attendees. Many of the participants
had been long engaged in the Commuhiving social @ mmunites adapted programs at the

city level or through Ardndustries at a sheltered workshop. The experiences of working with

20 New Stridesvas housed at Seneca Schadgegregated day school during theryeachildren with intellectual

disabilities operated today by the Toronto District School Boawdas responsible for hiring, training the staff, and

program planning centring on activities in the community. Tireenit normative description dime eboutNew Strides
DayCampvas and fAis a speci al needs day camp. A creative ar
delivered to increase independence, raisesalft e e m, and i mpNewStrides Bag Cam@l bront® Rarks,| s 0 (
Foredry & Recreation, 2017) This description sees deems a hierarchical structure in play that is staff is there to support
campers with special needs.

21 At the time the New Strides programr&@gngtNi r j e6st honmpalti nai ple defined in the
into the early 19906s ( anThenomaligatiomprinciple was erigihaly defioed by iNifjeu e s t o
(1969) as: AMaki ng avai l abrsandconditiodoéeveryday lifeawhichyare asecbbseasd e d [ s
possible to the norms and patt er indepemdent Camsiltam,®olioyandr e am o f
Program Development and Evaluati@urt Perrin (2017), Nirje (1985) rephrases ttoemalization pmciple as,

AMaking available to all persons with intellectual disab
everyday living which are as close as possible to or intteedame athe regular circumstances and wayéfefof

s o c i(talicyidoriginal) Ni rje (1993) states that, Anor mal patterns of
eight different facets or elements:alnormal rhythm of the day; Znormal rhythm of the week; &normal rhythm of

the year; 4the namal experiences of the life cycle; &.normal respect for the individual and the right to self

determination;6th e nor mal sexual paitde eronrsmealf ememMemica | paitrteer s an
and 8. the normanvironmentalpater ns and st andar dhsravision bad a Sultle rubimportamt i t y 0 .

di fference from Wol fensbergerdéds version in that normali z
with disabilities in abnormal ways (Tayl 2006, p. xxi).
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bothchildren, teenagers and adults with CIBsatéeenager and into early adulthaadight me
the value oWisual art programming for people with G3@andintroduced me to some of the
injustices people with disabilities faced in society.

In addition to drawig, sculpting, photographing and painting in my spare time, | brought
art into my teaching practiasarnng teaching qualifications in Visual Art, Drama, French and
Special Education. Wém | began to teach high school studemigexperiencevorking with
teens and adults with disabilitieehanceany ability to create learning environments for a range
of studentswith diverse abilitiesn a classroom setting, which many of my teaching colleagues
had only read about in educational theory inl#te 1980s amhearly 1990s.It was these
encountershatcaused me to realize the power of the arts to engageipantis

Paolo Freire: Transformation asan inspiration
| first came across Brazilian philosopher and educaistri2holo Freiré theories

several yars after | earned my teaching degree in 1993. | was suppafragde 8classroom
of learneranedicdly designatecsstudents with learning disabilities. | began to consider how
Freireods i deaorsscieatizatadn Podguguesedr ideardirig] to perceive social,
political, and economic contradictions, and to take action against the oppressnents of
real i tyo (Fr ei afeectmyZzale@PdDan edpcator arisl yhosenwith Whiom | shared
the classroom.

Freire was inspir by Critical Theorist€ who grounded their theoriesMa r Xlieses
on Feuerback1924, 1994whichstates A The phil osophers have only
different ways; the point is to chanpet p0o9).Ta ki ng up Mar x 6 soteaboak! | enge
about critical pedagogy entitleBedagogy of the Oppressg®70) with the basic premesthat
humansociety is flawed and needs to undertake radical chaxdgeessariyp ol i t i cal , Fr el
theories centre on poweuthorityand thehierarchicalordersthat developn societyto maintain

ideological positionsvhich benefitafew individualsat the expese ofmany(Diaz, n.d.) By

22Critical Theorys i deol ogy was established from Marxo6s centr al
commodi fication, reification, fetishization ofdhed criti q!
unconscious in psychoanalgsind theory of instinaal needs According to Rush (2004)r@ical Theoryi s, fian

account of the social forces of domination that takes its theoretical activity to be practically connected to the object
of its study Critical Theoy wasa way to instigte social change by priaing knowledge of the forces of social
inequality that can, in turn, inform political action aimed at emancipation (or at least at diminishing domination and
i neqgual i Centyabtheihgs and uestions they raised weretath@uEuropean labourowements;

capitalism in a series of acute crises; authoritarianism and the development of bureaucracy; Nazism and fascism
rising; social relationships; areas of culture open to direct manipulation; the fate of Marxism in Ru¥¥esterd

Europe (Held, 190, p. 35).
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confining members of society to definedrolesh e se i deol ogi cal position:
and hamper their freedom

Whil e examining the r lveseFrewmel978)cbo coasiderain i n ¢
the widemature and the purpose of education wigoriety He believed that education was the
best prospect for the promotion of new social justice queries and the gradual metamorphosis of
an unjust society. Passionate about notionastige and rights, Fred was eager to release the
potential of education to help tr apditicabr m peop
conditions that prevented a quicker beginning to this project (DiazZn.d.)

In hisappraisal®f the educabn systemPaolo Freirgd2000) critiques the oppression of
what he calls theganking concept of educatievhere education becomes an act of depositing in
which the students are the depositories and t
model , the fieacherdéti thédkthe studentdcontenitst h t he
which are detached from reality, disconnected from the totality that engendered them and could
give them significanceo ¢fpducatibigystemthétasei r e cond
designed to produce passive learners destined for jobs to service capitalist mass production.

Freire (1970) claims that is throughii d i a | 0 g u e-posiny eduaatmib thaethe
vertical patterns characteristic lodinking educatioareb r o k(@ 80® His critical pedagogy
promotes dialectical thought to challenge given situations; negative and unfair aspects of
educatiorthatshould be removed, reformed or replaced by something better. He considers a
variety of possibilities that might emyper peopletotna k e posi ti ve change so
e mer g e, -stddénewvatitstudertt e a ¢ éjant piocess where the teacher also learns
from the students and growsess®i (g6 B&A&3Shionawhec
teachone anothe Freire exfains that banking education maintains shidmersiorof
consciousness (p. 81) and prembrgeacef posi ng educ
consciousness aruitical interventioni n real i tyo (p. 8 -pasing The the
educatiorviewspeople ii etbeings in a process of becormings unfinished, uncompletgsic]
beings in and with a | i Hhesepeome ateawareofitheihed r e al
incompletion living in a transformational character of realiydseeing educatioas an

ongoirg activity constantly remade in the praxis (p. 84).

2AFreire was imprisoned following the 1964 coup dobetat
el ements in his teachingo (Freire Institute, 2020).
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Teachers can either become compliant participants in the status quo which will result in
cost of the suffering and injustice that will eventually reach all or can work collectively with
students to critize the status quo.r&red e c | a r Eusictidnddlyg oppression is
domesticating. To no longer be prey to its force, one must emerge from it and turn upon it. This
can be done only by means of firaxis:reflection and action upoié world in oder to
transform ito (Freire,, 2000, p. 51). Freire
Only human beingare praxi® the praxis which, as the reflection and action which truly
transform reality, is the source of knowledge and creatioh (p.0 And @&s praxis, it
requires theogrto illuminate it. Human activity is theory and practice; it is reflection and
action éeédirected at the structures to be t
It is these words that inspire me to critically reflentpedagogical practice and elicit clggein
my immaediate world and watch that change multiply
Commenting on Freireods dpopamgeducatiorgoolleggueo p os al
of Freire Donaldo Macedo says thatpeofilel e vel op t heir power to per
they exist inthe world with which and in which they find themselves: they come to see the world
not as a static reality but as a r €aideaisy i n t
to never settle, but move and continue with Freicelsscientizationhatencouragsindividuals
not to rest complacegtbut rise to learnfito perceive social, political and economic
contradictions and to take action against the oppressive elementstgbigidimes,2002 p.
76). The idea of never settling is what thrusts me forward in a continuous mode of learning
alwayslooking at new possibilities arat new connectionsThe strengts of Fr ei reds t h
are that they offer a framework for continualseamination and reassessment of pedagogical
theory and educational practices by encouraging both creativity anchirorav They raise
guestions, clarify issues, identify strategiad aolutions to foundational problems in education.
A drawbacko f Fr e i risahatsf one findsdaullyin everything in dogmatic
ideology, the negativism can destroy moraleandii t e compl acency. Freir
represents one apgdtion of critical theory and is rootedhis experience as an educator
working in Brazilian favelas who witnessed the strugglpeafple living in povertyattempting to
traverse their wathrough a rigid and traditional education systarthe 1970s thusould be
seen as specific to one time and one p{&xaz, 2020) Although Freire was writing about a
Brazilian education system aspecificpoint in history, see the basic premiselefr ei r e 0 s
theoresas applicable todagnd for the futureF r e dfacus 6npower, authority and change in
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https://journals-scholarsportal-info.ezproxy.library.yorku.ca/details/13603116/v11i0003/317_tsjpdcds.xml#BIB0029

education have caugene to reflect upon my rodeespecially in relation to issues of justice and
emancipationn my postgraduate research anitical disability studies with people who are
marginalized.ltiswit h Fr ei reds i1 deas about <critical anal
praxis, that | move forward in my work as an artist, my career as an educator, myarole as

researcher and beyond.

Sincelwastai ned as an educatol99®mos hmy |l ahal 18
been to think outside of establishe@oliberal squarebox modesof problemsolution
educatiorasa-business thought founded on a higtaristage of normalizing and repressive
discourses A prime example of this agendathe public-schoolboard$appropriation of
businessheories. Subject department planning and educational goals are structured through the
use of SMART goaf assumigy thateach studeris a marletable productvho completes their
educatiorwith a set numberfeskills regardless of thepersonabiographies.These kinds of
measuring sticks are not only prevalent in contemporary educatmmtalxtsbut have become
naturalized and hegemorpervading all aspects of social existence and everydayYiéars as
an art educataronsistentlywriting new, topical arriculumand a desire to continually learn
have helpedo push outside my repressiteachereducatiortraining to think critically and offer
open spaces for my students with a range of identifiésssapproach has resultedoth my
s t u d and mysedsonal growth.For example, began tcstudy the work and the journals of

24 peter Drucker developedManagement by Objectivesocessand published it in bookhe Practice of

Managemen(1954) instructing managers how to take methodical approach to productive work in a calm and

measured manner so that workers could feel a sense of achievédrent c k er 6 s appr @aacdh was t ha
subordinateemployees workollaborativelyin goal setting and choosing the course of action so that they would
fulfill their responsibilities as employees then measul
performance with the measures. s@ating employees as superior and subordinate itself is a neoliberal practice. )
George Doran wrote the term SMARahaggner Revie(@oaesnbedl1981Nn Dr uc K «
and then Robert Rubin from Saint Louis University wrote about SMg&dlsin an article fofThe Society for

Industrial and Organizational Psychologyo ensure that goals are clear and reachable, each one should be

SMART that is:Specific (simple, sensible, significanteasurable (meaningful, motivatindichievable (agreed,

attainable) Relevant (reasonable, realistic and resourced, relsaisd)andTime bound (timébased, time limited,

time/cost limited, timely, timeensitive). Rubin suggests that SMART goals should also refffatacy and

FeedbacKOther authors havieserted this idea &valuated andReviewed changing the acronym to SMARTER).

Retrieved fromEmerald Works. (n.d. SMART Goald Time Management Trainirfgom MindTools.conand
https://www.mindtools.com/pages/article/srgoals.htm
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Mexican artist Frida Ho after which Icreated the &' high marionette depicted iltlustration

10?° (SeeAppendixE: Process Bcumentation of Making a Frida Kahlo

Marionettg. | integratedmy personal studgf Frida Kahlowith a social justice project in the

class with grade 10 studeritschallenge their thinking about disabilities andhbes people

with disabilities are ofte pathologized in the worldAs a critical educatoit seeeducatioras a

subversive forcetencair age st udent sd apdihthicveay dreatingpoakis cr i t i
and slowly altering socigt In practicethis can be partially accomplishédd@ugh social justice

themes, engaging and embracing opportunities for community projects, teacdegsto

critically examinetheir own contemporary woniewsthrough viewing art andrt making |

cannot escape my educational and cultimahation, bt | can critique it. This positionality

lllustration 10: Yarmol, C. (2011Frida Kahlo Marionette[Sculpture:Sculpey, acrylic
paint, fishing line, wood, pressboard, cotton fabric, wooden beads, silk fl@@drs)) X
11nw x 5nd].

25| was asked by orgiezers ofFrida Kahlo: Her Life and Art(2012 at the Art Gallery of Ontario to present my
marionette of Frid&ahloto bothFamily Day the first Sunday of each montnd theTeacher Educatiorvent
Organizers wanted Frida interact with the viewers
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acknowledged, | mustontinue to béoth outwardly and inwardlgritical of re-inscription of
heteronormative, neoliberal perspectives in my critical analysisadedgreat care to attend to
intersectional specifites of any gendered, cultural, racial, and ableist norms to evade
reductionst stances that | work against in my teacland researcpractices.

Crip Theory
To furtherexplain my

positionality as aesearcher and
how I relate to disability, | used
crip theorythati c an f un
a body of thought or a thought
about bodieséew
how bodies and spaces are beir
materialized irthe cultures of
upward redistribution we
currentl ycRuen h a
2006, p. 76).Crip theoryoffers

whatprominent feminist scholar

in the field ofScience and

Technology studieBonna
o lllustration 11:Yarmol, C. (2019)BS SeriesHi, High.
Haraway (1988), claims is a way [ Monoprint with aquarel |l e

to, fApartially —TTamstTate
knowl edges among very different rigcaltheoyofwer di f
how meanings and bodies get mads,in order to deny meanings and bodies, but in order to
build meanings and bodi es Fromaatwhite d&NortherrmEwoh an c e
Western perspectiyerip theory considers disaliiito be a viable, variable identity to be
recognizegdacknowledged and celebrate@rip theorist Robert McRugR012)states that

[C]rip theory is this critical cultural practice that has been developed in a lot of queer
communities, byartists, activists, and academics, writers of all kinds, poetsepsin

many different kinds of cultural workers have put into practice what | think we can call
criptheoryy That sai d, I woul dndét say there is an
is.1 would say that in many waoutexcess. i S somet
Compulsory heterosexuality and compulsory disddiedness generate sites of

containment, where disability and queerness are managed, contained, kept quiet, kept

silent. And crip cultural production has been about sayiivge 6 r e notanddooi ng t o
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thato so to speakfiWe are going to generate visions of the body and desire and
community that are in excess of attempts to contain and managadshere is not
absolute cosensus about what crip theory is, because that generative excbegsinas
incredibly varied (p. 148149)0

This explanation echaghedisruptive force of crip arthatputs disabilityat the forefront
framing artistic production and practice throwgtisability lens seeing it as a desirable
possibility (McRuer, 200). It is withthis notionofia di sabi | ity asthaal desir
created m\BS SeriegSee lllustrations-®, 11-:12). Art and dsability scholar Eliza Chandler
(2014) asserts thanhactments of crip art and crip communiti@go p e n  uegpire ferithie ivay d
that disability disrupts, ways that we understand disability and how we come together in
community (tacreatechangen or der

The intention of th&S Seriess to think about the possibilities and the limits for
embodying crigdentity in which | am immersed and to constructively explore how cripping can
be employed to express how | come to my understanding of my disability and to disability
studies in genela asfa category of analysis, a lived experience, and a sourceuwftult
knowl edge and productiono (Cachia, 2016) .

lllustration 12 Yarmol, C. (2019)BS SeriesTheForest on
High Morning.[Photography, digital print on papenj8 11n).
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At crip artos Thoughts on 'crip arts'
embracing of difference and building ... 7 201

art practice in conjunction with an
artistdéds exper are!
integral partohn arti st o6
and not simply an adional label

denoted by the medical model. At

the same instance, crip art seeks to

Scholars have been interested in and preoccupied by the need to write and

examine the intersectionality of e e

disability with experiences of racism,

Sexism’ C|assism1 homophobia1 However, the existing published research remains limited and is predominantly still written

or expressed through the presence of “the researcher” and remains reluctant to be fully

transphObia poverty |ndigeneity anc inclusive of the arts (broadly defined as: literary, visual, performing, time-based, multi-

disciplinary). Yet the arts provide a significant way of articulating knowledges too often
abandoned by a Western allegiance to the rational.

colonialism to claim multiple
Through the arts, the forms that knowledge(s) can inhabit and/or be exhibited through are

identities Reid, 2016) varied - the 26 letters of the English alphabet can be formed and reformed, spoken and
whispered in ways that disorient and challenge meaning making pracfices. Difference,
InT h ou g h t s gn differently presented.
critical disability studies philosopher
nancy viva davi$alifax
(2016,February?) poetically
describesnd visuallyillustratescrip

art practice(See lllustration 13)

Dlvel’glng fromM C R uer 6 S To further our comfort with difference Recounting Huronia {RH) embraces a crip art praxis.
that encompesses unruly enaciments whereby sparkly cats and pyjama wearing guinea
explanatlon b Crlp art | belleve pigs find their presence in the social fabric that extends and surmounds RH.
)

Crip established as 8 colloguial abbreviation of cripple is a constant becoming. Hisis a

daVIS hal |faX Captu res the essence 0 movement of thought — like queer it unsetiles normative expectations and is an endurance.
To crp art is to practice a form of movement that pursues forms abjured within the
Crl p art InT h ou g h t on é hegemony of normative aris practices.

The crip ars of RH have engaged members of the EF in multiple ert forms: stonytelling,

(2016) . Key ph rases that encapsu Ia poetry, collage, movement, thestre, dance through which they might express their life

stories.

We move, are moved, from sensation, to gesture to sound to word to sensation to gesture —
crip art arises from bodies that creste their own norms - norms 85 uncertain and sometimes

ur t d difference. Our embodied beings lean into each other, entwine, combine and
saparate.

lllustration 13:davis halifax, n.v.

(2016,February 7).ThOUGNtS ON | ooy sieie ana e, Crsssa m yiames Sptywings.

I cr I p[blog post]ﬁécou ntl ng Crip arts is a handout. a cut, it nips.

H uronla WebSIte[Poetry and Dlgltal Knowledges, existing outside of the bounds of the normative and objective and the rational
imag e] . P|"| nted W|th permission fron — diffarent knowledges undisciplining the being of embodied difference, entangled with

those shsented from our social fabric. dr. nancy vive davis halifex Associate Professor, York

artISt University
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cripartformeare,i Di f f er ence, di fafnedr efintrliyp parretsse nitse daé .hoa
ni p2016, p. 1-2).

Crip methodology acknowledges that there is no single voice that represents disability but
an intricate, multlayered, constantly fluctuating choir of voices whose common goal is to
denounceompulsory ablebodiednesgMcRuer, 2006, p. 2), unsettle normatiarts practices
and concepts of work produced in the art world at large while at the same instance
communicating their unique experiencéghis form of critical theoryoffers a means for
resstanceas it challenges and reconfigures notions of disaliditgad to future possibilities.
Including the voices of the study participants who communicate their realities is the first step
towards lobbying fobroad &cess to funded art studio progrsias well as exercising the
personal, independerdar{dsometimes supported) decisiemaking abilities for people with
CIDs. The opportunity to be artists in encouragihglio environments can realize the
attainment osomelife goals.

Methods
After successfully completing tHECP2, REBcourse $ee AppendidD, for certificate

TCP2(REB) Ethics Process), defending my dissertation proposal, and submitting to the York
University ethics committee, | received appro\gdd Appendixd, Ethics Approvgl The stdy
was opened to individuaigith CIDs whohadenrolled instudio visualart programs or make art
on their own and whagreed to be interviewed engaged in snowball samplirg non

probability sampling technique employed by researchers mifig@otential subjects in studies
when enlisting subjects of a specitr hidden population are difficult for researchers to access
or to locatg[Crossman, 2013)A study participant or an individual refers a friend or
acquaintance to the researcheagmotential participar(See AppendidG for Snowball Senpling
poster)

Due to the placement of the snowball sampling poster distributed at the Ontario
Association for Developmental Disabilities (OADD) conference in the spring of 2019, interested
conference attendees forwarded my poster to Community Living Toronto who evedichy
study and requested an ethics protocol to be complétiéel: completing the&Community Living
Torontobs ethics protocol, | wa sld Tomlinsenat o i ntr
Creative Village Studio (CVS) in west Toronttn lateMay-and through June of 2019, weekly
studio visits to CVS began. | commenced observations of programs offered making the
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acquaintance of the artists working at CVS to achieve theofjcallecting practical,

philosophical, fiscal and social policy readg of people with CIDs wanting to live as artists.

The visits to CVS continued through July and into the fall of 2019 when | experienced the broad
range of courses offered at thedstu At the same timé,was able to post my snowball

sampling posterotrequest interviews with willing participants at and outsitine studio. My

daytime studio visits increased teBxlays a week in the fall until December of 2019.

A range of cong# and assent forms mountedthe AppendiceH to R were required for
this study Respect for persons meaesognisingevery individual's ability to give or refuse
their consent to participateDue to the complexity of data collection, that is, narrative interviews
videotaped both voice and image, watghartistswork in the studio setting, inclusion of
artwork theuseof names, and work included in an art show for the purpose of this study |
tracked all forms collected to on anline tracking shedtdeveloped t@nsure that | had
appropriate conseliBeeAppendixS Checklist for Consent Forms).

All but one of the pdicipants was able to givegalconsenbut signed the assent forms.
Theparentwho was closely involvedia p a r t decisiopnaakirig &aontactedor this
part i aricipation i the stud). Whenl started to present thetter of infomation and
consenbrassent forms o t h eparsicipants whb £ould give their consent, | noticed that
some of the participants wehnaving troublaeading the initial letter of conseot assent
Participants were offered the opportunity to tdkmme the paperwork if they desired. Some
opted for thischoice and returned the forms after they had reviewed them with a ca@ygiver
support worker Since the participants had varying linguistic abilitiesne chose to have the
letter of information a well as the consent assent forms verbally presented to them. After the
first few participant interviews, my7/ears of teaching students with learning disabilities taught
me that | needed to find a morieetive way to communicate and scaffold thiormation to
prospective participants so that they would more easily compreheffdltscope and nature of

the study as well as what consent to participate meant.

26 Decisionmaking capacity refers to the ability of prospective or actual participants to understand relevant
information presented about a research project, and to appreciate the potentialeweseqgfitheir decision to
participate or not participe. This ability may vary according to the complexity of the choice being made, the
circumstances surrounding the decision, or the point in time at which consent is sStheylietermination of

capadty to decide whethdto participateor not to partigate in research, then, is not a static determination (TCPS,
2014, p42).
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According to theCentre for Plain Language ddramunication is in plaifanguage if its
wording, structure, and design are so clear that the intended readers can easily find what they
need, understand what t hd&yef iCrefihetsteegiidaideds e t hat
mein developinga clear, effective explanati@f the stug Oledter of information and consent
forms. Iresearched cases of how others facilitated this processoagtit out an online
exempla for visualart research completed with people with CIOgound pctorial consent
forms inart anddisabiitesst udi es t h e omai ssttthess4201d, pR17-g23)0 s
Using the Centréor Plain Language guidelinrésandL i g exénwla, | produced avisual
accommodatiotike those used in @dassroom, employingoth ymbols andohotograph$or my
study participants to have along side their consent or assent forms if | found that they were
experiencing difficulty or becoming frustrateden after | presented the forms oralW/hen |
offered them th@lain language veirsn (See ApendixR for Plain Languag®ictorial Consent
Form Support for Letter of Informatipi sensedhatparticipants breathed a sigh of relief.
Through using the plain languagepictorial version of thé.etter of Informationthe
participantsquickly understood the information presented andldelearappreciation of the
potential benefits and risks of participating in the study as welhas they decid#to share.

They weigledthe potential harms and benefits of the research to themselgesgyg (TCPS2:
CORE Module 1 Core Principles, 2014

Core datawvascollected by conducting series of interviews guided bperended
interview questionsSee AppendixT for Interview Questionswritten in accordanceith
SpectofMe r s e | 6 s amewokr Key respondetwerei nvi t ed to tell thei

storieso (Glazier, 2005) with the fAdailinesso

27 According to the Centre for Plain Language to successful plain language texts are: 1. Identify and describe the
target augbnce (List what people need or need to know to complet task. Consider the characteristics of the
groups that should influence desidior example, age etc.); 2. Structure the content to guide the reader through it
(Organize the content so it flows logically. Break the content into short sectionsimgfieatural stopping points

and add headings to help reader predict what follows\)rge the content in plain language (Write in short but
logical sentences. Pick words that the audience knows. Use strong active verbs. Present important information
first. Include details that help the reader to complete a task and leave outtdatail#l distract reader. Use
transitions to connect ideas using a conversational tone.); 4. Use information déspnramders see and

understand quickly (For ergple use headings and subheadings. Use typography including font, size, colour and
bod to guide the readerb6s attention. Use whitespace to
content easier to understand.); 5. Work with the targetgreeps to test the design and content (Test the design at
multiple points so that thgarticipants can easily understand the informatiGheck thathe final product is useful

and usable. Ask them tiescribe key concepts or processes in their own words
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that theywerecollaborators in the research sharing control so that togetherderstandingf

what their storiesvere about could beeached (Polkinghorne, 1998, p. 16Par t i ci pant s o
responsewerevideotapedpr audio taped for transcription and analysierviewswerethe

first data point, artworkvasthe second.

Field visits tothe studiowere a third part of data collectethformation technology
researcher Winston Tell{8997)explains that during a field visit, unobtrusive, direct
observation can provide additional information about the topic being studied that can vary
dramaticdly from casual data collection activities, to formal protocols that measure or record
behaviars (p. 12) Phot ogr ap hs of werdtaken,and hamsestweréusddr t wo r k
participants had signed the appropriate confgnisto request te reprodudbn of participants
works for researd serving as visual data for the studsieldnoteswere also written and
sketches were produced in a sketchbook providing a consolidation of ideas for larger scale
artwork.

It became clear that volunteeandinsi ct or s pl ayed a critical
success at CVS, as well as the input their parents who supported their creative art process. In
line with a/rtograph s r e n d@peminggthg new idea of interviewindpese human
suppors as importat members of the studios becasimgnificant. | explained the rationale
behind my request and many volunteers, instructors and a few parents willingly offered their
time to be interviewed. Ultimately the interviews with three pargasstiais, three art
instructors andhe progranfacilitator helped broaden the understanding about the story and
necessary program supports providing information that might not be otherwise realized.

As the study progressed other opportunities emerged that besgamninal to
understanding the importance of CVS in the lives of the guéigicipants. | observed a féar-
servicé® Paint & Pizza Nighsocial activity, a festive holiday celebration, visited the SWACA
(Supported Work & Community Activitie$ormeily a shelteredworkshop) location investend
Torontomentioned bynumerougarticipants and got a tour Windfall or Brands For Canada
location that provides volunteer work placements for people with CIDs. All significant in
developing an awarenesstbe lives of gople with CIDs anthow art makingfits into their

28 Formal ethical approvatassoughtbefore embarking on research
2% Participars sign up and pay for an individual event or a class that they select.
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lives. There was a general interdéndnessand amarked opennegs the study on the part of
the staff at these locations.

Through the study, participants excitedly made me awatetdfom the Hearteld at
Joshua Creek Heritage Art Centre, Oakville, OntamoexhibitwvhereCVS par ti ci pant s 6
mounted annuallthrough the months of Januavarch | explored the | ocat
joining aWednesdaypenPrintmakingworkshop athe artstudio where | learned about a
monac-printing aquarelle technigu&eelllustrations 5 and 1) and about thehilanthropyof 90-
yearold owner and founder Sybil Rampen. Sybil hosts six to ten artists with CIDs from
Oakville Community Living in a free Moray art class from September to Juh@bserved
volunteers supporting these artists for several hours as Sybil prepdrpteaented her lesson
plans in a carenaking workshop. The visit wasipped offwith a videotapedhterview with
Sybil where I leaned about her motivation, ideology and methods of teaching artists with CIDs.
OnJanuaryl9,202(Q | attendedhe Art from the Heartat Joshua Creek in Oakville, Ontario
openingvheremanyCVS parti ci pant sé dhedeexparidncekeegeed e di s pl
my understanding & variety of potentiadupportsequiredfor artists with CIDs.Accounts of
these visits wilbe noted irChapter FiveWhat?What Do Participants Saythterviews were
transcribed and analyzed wiBabriela SpecteMe r s e | § marrafiv@ fdatndwork to code
and categorize essenti al meani ngs othenmesrticip

Regular attendance at the research site enabled me to view artists creating artwork and to
make inquiries about theairt makingideas and processes noting observations in fieldnotes.
Artwork was photographed and collected for the creatidbaffee Talk (SeeAppendices AC.)
a series otoffee tableexhibition-stylebooks displaying proflee f CVS arti st sdé wor
accompanied byrat i st s 0 cresatedwitle theeanigtsEhe facilitator was instrumental in
pointing out the progression of some individu

Limitations of study.
This study gives a view into the workings of a smoalian studio in Toronto that

provides supportdr people with CIDsit is reflectiveof the needs of the greater CID sphere

speaking to issues of value, ability, voice and identfitiie studydoes not establish causal

connections among art studios supporpegple with CIDs and impacts noted but cective

evidence is strong. There are far too many variables suicmast r uct or s6 art expe

projectsar t i st s 0, andaypeloigdisabilityntal permit a causal connectitvhat this
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small samfe of results does not show is the numifeartists who want to attend C\Msut
cannot due to funding, accessibility, distance or family situatimer studiesvould have to be

done to locate this population.
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Chapter Three: Flexible Embodiment in Saial Policy for People with Ggnitive and
I ntellectual Disabilities

lllustration 14: Yarmol, C. (2016)Flexible Embodimen{Sculpture withpostalelastics,
acrylic and wire mannequin form, magnetic handtasp, 54njong is 1jacross and is
Snjinches inwidth.

This work was inspired by the readings of feminist critical disability theorists Margrit
Shildrick (2015) Judith Butlen(1993),and Susan Wenddll996)who all aldress questions of
embodiment.These philosopheso s i t t hat mangonsouctiorsandi et yds S 0«
policiesareorganzedwith unacknowledged ablest assumptions abegtecting the basic
human needs of what many people reqgtarparticipate fullyin the societies in which they live
(Wendell, 1996, p. 3%

| created a makeshift loonmd hanawove together individual, stretchy post&sics
from a 20poundcacte| foundinmy mo t h e r 0 Fhe inetliane ohgostdl elastitiging
ascommon singletonobjects seesso apparently weightless, however when haoden
together, tb resuling textiletransformsnto a strong, weighty yet pliable fabtitat can be a
metaphor for change.

The woverponcho isa representation @hildrick, Butler,andW ndel | 6s concept
flexible embodimenthat canbe applied to aexamination of policy making. Blanket policy
making should be adagdileto the needs of the individuaf variety of policy solutionseven
nontraditionaloptions are possible Due to itsmailable, stretchynaterialandthe addition of
magnetic clgpin lieu of a zipper or buttonghe poncho can be adjusted and manipulated by
anyone who desires teearit; it BECOMES any form that it needs to.be

Werequirenewi modetdenbifty that i1 ncorporatl®) di ffer
A re-examination obssumptions can begin the conversation about how to acengygeall
people insociety by considering how to accommodate for their needs
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What is Disability Policy?
According to plitical scientist and publipolicy scholar MichaePrince (2004)the

phrase, Adisabil i tacorvenientangcognizable, thaughsstdlr i bed as,

inadequate way, to characterize interventions that seek to enable peoplapaitimients to live

in ways that are personally satisfyingandadcil y useful &€ policies usual

processes that is, what interventions, usually treatments including rehabilitation and training, are

availabl e or de gdisabiity pokcy analysidsbould megessidascribihga

and expaining the goals, instruments, and processes of these interventions (He@&h policy

experts, DanigFox and David Willis (1989) state that frondizability perspectivalisability

policy and disability policymakigpshould also be about enablinggple to function in and

contribute to society (p. 3) in their own ways without judgement. Policy should more explicitly

addressi what individuals shoul ddbéoenab’hedswo (@po

Prince (2004) underscores that policy analysis should investigate and scrutinize the iralbact of

programs(emphasis addé¢an the aspirations and capacities of people with disabilities, their

families and related networks (p. &2)ggesting that th@earth ofdisability policy reform is due

to Aépublic attitudes and the | ack of infor ma

community; the constraints of economic thinking and public finances; fegienahcial

jurisdictional issues; and trasence of robust accountability mechanisms for disability policy

within Canada's welfare stateo (p. 59). Prin

derived from data; #Aif t her beproslembtoadtsé e t o no

therefore, little is known about public resources devoted to fostering the full inclusion and equal

opportunities of people with disabilitieso (p
This chapter focuses on the history of the Canadian Association for Cominiwimity,

an organizatnwho incollaboration and shared leadership with provintzalitorial

associations and with other national partners and disability organizatboked and continues

to workto advance shared agendas for inclug©@ACL, 2017). Tlese agendadaclude: policy

3%InL o v e 0 s(1909, bhilasopher Eva Kittay writes about her experience with her daugisiea ho was

born with cerebral pal sy, a profound cognitive disabil
large, wide, luminous eyes there is an unmistakable joy in living when someone she loves walks into a room or she
hears th@peningbar® f a Beet hoven concerto. Kittay declares tha

cannot understantie demands of social organization if we cannot take the fact of dependency as one of the
circumstances of justiée.Dependency is cgral to ourexistence as social creatures (Kittay cited in Garisto Pfaff,
2016).Who is to judge Athe contributiond Sesha makes in h
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direction the creation and dismantling of sheltered workshops as social policy; Supported Work

& Community Activities (SWACA);Windfall (now knownasBrands for Canada)ederal

disability policies that apply to income securipyovincial disabilty policies of Ontario

including Disability Supports Program (ODSP) ttrabugh financial provisionsnables

individuals to live in the community as citizeasd thePassport Initiativehat drectly supports

aspects otultural citiznshipfor peoplewith CIDs. ODSP anBassportare explored in detail

as these policies were mentioned most frequen
participants in relationship to their artistic endeavors at CVS st@itiques of the social

policies are embedded after the explanation of each policy.

The History of Community Living
The chapter begins with a historyaf organization who has advocated to uphold the

rights of people with intellectual disabilities sint@8,the Canadian Assmation Community

Living( CACL) . According to the CACL website, AT

based, governed by a board of directors with representation from across Canada, activated

through a national network of volteers, and supported tugh a national staff team. It has

representation from across Canada through a national federation of 13 provincial/territorial

associations and over 300 | ocal associationso

supports egarding human rights drsocial policies on its online educational websites for

families, service providers and others wanting to learn about intellectual disabllities
Community Livingbés humble begin®hngs began

Sepember 29, 1948 th€oronto Starnewspaper published a letter to the editor from Mrs.

Victoria Glover, the grandmother of an eig/garold boy with an intellectual disability left in

her care.

Sir: May | say a few words on behalf of our backward childesnd their bewildered

mothers. There is no school for such childmemplace where they could get a little

training, to be of some use in the world, only Orilluronia Regional Centenvhich is

always full. If these children can be taught somelainOrillia, why cannoa day school

be put at their disposal? | am sure their mothers would gladly pay for their transportation

to and from school . After all, they are p
schooling. | think it is time soething was done for parernwho, from a sense of faith

and hope in a merciful providence want to keep them at home, living a normal life.

SICACLOs national organi zat ioofor Conmimoity Livind €AGL Nation@)anadi an As :
CACL Foundation]nstitutes for Research and Development on Inclusion and Society (IRt#)sive Education
Canada (IEC), anReady, Willing & Able (RWA).
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These are real parents only asking a little aid and encouragement tcestiaitcown

heavy burden. God bless them and may the Ontariaigoeat help them and their
children, who might still be made something of, living a normal life and with the perfect
love, understanding and guidance of such parents (Community Living ToSinte

1948, 2008).

More than seventy people responded anchdété a meeting on November 8, 1948 at the
Carleton Street/nited Church (Supports & Services Fact Sheet side two, n.d.) to seek
educational and learning options for their family membersundif placing them into
institutions. A arded Chédren sas fordé@@omnaunity Living Trororfoe t
Since 1948, 2008). ThCouncilnot only organized parties and nursery classes in church halls
and private homes but appealed to the im@&l government for financial assistance to find
alternativesd institutional care. In 195€he parents beg a preschool in church basements and
homes but their appeals to begin classes in school after hours were turned down as any child with
anlQunder 50 was considered fi aledicaiioa bl ed0 and i
(Community Living Toronto: Since 1948008). h 1955 a meeting in Toronto was held where
representatives of provincial associations from across the country to form The @Ganadia
Association for Retarded Childre€lare,1958) Mrs. VictoriaGl over 6s | etter tur:r
starting an entire movement of Itkeinded allies across Ontario and tlzemosghe nation.
Since that timgCommunity Living Torontacontinually strive to assist and better the lives of
people with CIDs.View AppendixU: TheActivism of Community LivingOrganizationgor a
glimpse of their continuaddvocacyfor new legislationsupports for dato day lifeand
supporteccommunitybasedactivities

Sheltered Workshops as Social Policy
As definitions ofsocial inclusiorgrew, sheltered workshops emergéd.cording to

disability historian John Ravescroft (2019), sheltered workshops were first opened for many
graduates of schools for the blind in the United States who were vocationally trained but were

unable to secure erlgyment due to societal misconceptsoof the abilities of blind and visually

i mpaired persons as O0un e ingdpengdarbihed&0sinthEh el t er e
Maritime Association for the Blind in the Maritime provinces of Canada providing segdega

work for adults with disabilitie who were also perceived as incapable of competing in the open

labour market (p. 417). Furthermorésability and workplace theorist Dustin Ga{@012)

states thathe pressures created by the deinstitutionalizatianv e me nt of t he 196060

helped to giverise toadditionalsheltered workshopaound the countryGaler (2014) states
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that, AParents and families of people with di
movement during the 1960s in Candldat challenged the longstanding kesston of disabled
people [sic] from opportunities to |ive and w
reformers sought to transform both social attitudes and former institutional practices urging
society that pople with disabilities could partgate in communities and in paid work (p. 27).
These workshopghat were run by nefor-profit organizations funded kihe MCSSwere first
regarded solely as a transitional part of the rehabilitation prémepsoplewith CIDswho had
been deinstituticalizedand then in thel970s to miel980s became a vital part of the Canadian
welfare state as theyontinued tgrovide employment for people with physical impairments,
intellectual disabilities, or mental health isswds were shut out of thevork in canpetitive
labour market¢Galer, 2014) Although these sheltered workshops weeant as a temporary
measure, many parents saw them as a safe place for their children to learn productive
employment skills as well as participate in social activities aitle of the family home
(Gillmore, 2018landw r k shops gqud & K | ¢y €dCGaler@@lgperhefature of
sheltered work was conventionally unskilled and-nwarketable, and thus people in workshops
gained littleactual competitive work experienc&/orkers were o mpensat ed wi t h @A s
stipends instead of actual wages (Ga2€x14) far lowerthan minimum wagas theywere
exempt from Ontario'Employment Standards Act (EStey did not need to follow
employment laws, including minimum wage regulations

As ideas otommunity inclusiorfor people with CIDsvolved, seltered workshops first
built by local Community LivingAssociationgKyle, 2019) began taclose. In 2015,
approximately75 sheltered workshgpvere operationah Ontario when the MCSS announced
thatit would stop funding the workshops and work with local agencies on trangitiosito
offer new workplace options f@eople who hathbouredn workshops for decade#\s of
December 2017, 35 agcies were still operating workshops.

OnNovember 22, 2017 theair Workplaces, Better Jobs A€017) was passetb
address this changing workplace environment and came into fodanoary 1, 2018This
legislation madesignificantchanges to botthe Employment Standards Act, 208 Labour
Relations Act(1999, and theOccupational Health and Safety A¢t99) removing the
exemption okhelteredvorkshops from th&€SA Employment Standard Act was in full force
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and the minimum wage was $15/jp@ur (Government of Ontario, October 21, 20¥9By
January 201%he objectivavas toorganize those formerly in the sheltered workshop spaces to
paid work,volunteer work or recreational actiyienvironmentslependingop ar t i ci pant s 0
needs andbilities(Gillmore, 2018).
Community Living organizations were responsible for creating thvirtransitionplans
about how to dismantigheltered workshopsUnfortunately, these plans were sent directly to the
Ministry and many clients were unaware of thampeqGillmore, 2018) The absence of
communication caused mushcial and emotionalpheaval as clientsecone lonely and
depressetbelieving that there was a total cessationootine and social networktheybecame
scared that they no longer hadgupr t . Some individual 6s famil i e
consulted about the changasguing that sheltered workshops helped people, espeitiatig
with severe disabilitiestay in the communitipy giving the participants purpose and social
relationships(Gillmore, 2018 but others eguad thatfiworkers missed out on opportunities lire t
community including real empl28Novembet201®)nd | egi t
Chris Beesley, CEO azommunity Living Ontaricsaid that unfortunately mampgople
became the victims oftidi ni st r y 0 s gircecammunicatienrabout the changes
between individuals who ran the workshops and the participagsatvoptimal Lack of
government funding and tight enforcement of rules in social assigterge@amscreatednore
barriers(Gillmore, 2018).According toBeesley, changes to tBgnployment Standards Aite
increases i n minimum wage, Vacaedagentiespvhoy, and
work with people with disabilities as fundingtttoseagenciegslid notincrease. Families who
neecedto hire ndividuals forrespiteservices have not been given any exemptions for required
developmental services aspects for their family memieemning that family members had and
still have to providgprogramming or find support assistance on their.o®mpportorganizations
wantclients to have stable, fufime work but no additional funding has been given for people
with disabilities to get workplace supporfBhese changes impact those who h@kes
(Gillmore, 2018§.

32When Bill 47 (2018) came into effeittamended the Empyment Standals Act (2000) minimum wage remait
at $14 per hour (instead of increasing to $15 per hour on January 1, 20i®jal adjustments to the minimum
wage tied to inflation would restart as of October 1, 2020.
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Premier Doug Foldl s g o v ewomiimb office on June 29 2018 enacted Bill 47
Making Ontario Open for Business A2018, which camento force November 21, 2018. The
shelteredvor Kk shops or @ per s on slated plrof working envgonmeotifk i n
the primary purposeisthien di vi dual 6s rehabilitationd was s
but Bill 47 remove this datespecifying thathe exemption wuld end upon proclamatioriThe
gover nment 0 sterm policiedrattmmon this filegs not yet cleafhe dismanting of
sheltered workshops and the belief that people need to live and be included in their communities
is what helped taultivatethe CVS studio.

Critically viewed, sheltered workshops werstep to involve people with disabilities into
the worldbut as time progressed their effect segregated and marginalized people with disabilities
Galer (2014) contends thatieace on sheltered work pointed to greater social and economic
problems in Caadian society who valued independence created by employesggment of
the popul ation was designated as fAunempl oyabl
these workers were effectively denied the right to full citizenship under the prefense
Apr ot eStipends and the therapeutic or trainiagimens meant to facilitate individuals
with disabilities joining the mainstream workforce have become incompatible with contemporary
rights dialogues anencouraging integration, inclusion armbperation.From an international
perspective, the Unitedations Convention on the Rights of Persons with Disabilities
(UNCRPDP) fArecognized the right of persons wi
others; this includes the opportunity @i a living by work freely chosen or accepted in a
labourmarket and work environment that is open, inclusive and accessible to persons with
di sabilitieso (TheHl@ltere@ Wolkdhops gra has2eBded, and new activity
centres are taking spea like Supported Work and Community Activity (SWACA) prags.
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Visit to supported work & community activities (SWACA).

Figure2: Image of Exterior Community Living SWACA
program, 288 Judson Avenue, Unit, Rétrieved from
https://wwwgoogle.com/maps/

| was invited toSupported Work and Community Activity 8WACA (also known as,
AJudsono by i ts par tofashetiened wosk3ho@éb Fgure @ Extegor | o c a
view). The buildinga large boxike complex located in an industrial neighborhood in west
Toronto at288 Judson Street, Unit # Was approximatelgbout 170 000 square feetheold
warehousdada concete floor and painted concrete walls with a high mie¢éaimecteiling.
There were two entrancemne on the left with a ramp and 36" wide door for participants and led
to a hallway by a kitchen/cafeteria area and one on the right led to a seriediékElshared
offices with doors (See FigureSketchbook Plan of SWACA @pg. These offices held several
desks, telephones and computers and were designed for the use of program supervisors. Nearby
a single accessible washroom often used by staff stdoehween the offices and the cafeteria
space where a few people satadies talking or playing games. Just beyond these offices on the
left-hand side was a small room large enough for enough people to sit comfortably in the chairs
and sofas thatlinedé¢h per i meter of the room. Iltt rwaosmoq u i
were other sets of offices with glass windows so whoevemwasng inside could see outwards
tothep r o g rpartimipamtsand participants could see inside the offig&erewere wide dors
to accessiblemuls t al | ed wo men & s samethermidenobtise halheagsramdahe m

office doors lookdout onto the sprawling workshop space.
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I n front of t offces svasprpegpartsivevgmaceloaasisnally mardd
by cloth-coveredhalf walls. A bank of approximately 10 computers was set up along one wall of
one of these partitions. Many sofasre place on the perimeter of the roonppfoximately 10
circular tables surrounded by four or more chairs werarayedn the middle of the room.
There was a pingong table with paddles and a ballhere was also tay of plasticbeadsand a
variety of dried beanwith empty plastic containemn the pingpong table.l was toldthat the
beadbean packageserefor SWACA participants who enjoyed counting and soriiegns A
few staff members had despaired with stationary chaidotted around the large spaceheT
back of the space had a large partition wéth a singular door Behind it were two service pa

doors leading to a loading docks which were no longer used. Within the warehouse space, two

Figure 3: Yarmol, C. (20B). Sketctbook Planof SWACA
SpaceJudson locatiorfPencil on cartridge papesn) 7®j] .

small offices with large window and large tables stood or#s¢ wall. There was no one on
this side of wall.

When | first arrived about seven people canneatly to introduce themselvesd
offeredtheir handgor meto shake Theyaskedmeabout the purpose of my visit. It was
difficult to count the numlreof participants in the program as people were milling around from
room to room, but | believe thttere were between 40 to 50 people pres8oime were on the
internet, some were playing games, others were socializing with one aoothardividual vas

involved in counting beadandsome were drawing on white cartridge paper with pencils. As |
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walked around the space, more SWACA participamthusiasticall\greetedneand began to
follow me telling me about the specific dramas occurring at thegmag Other people simply
milled around in search of tasks to occupy them. At this location, §inemed six participants |
had seen at CVS. | was informed that many people were out in the community at programs like
CVS with a SWACA worker.

| was bld that often there was scheduled programing offered either from outside
providers like Drama progms, or by the staff working at the location. The day | visited, a yoga
instructor from outside the centre o meditation classes was present. | pgstited in an
hourlong meditation class with approximately 10 participants in the small quietiroom
previously mentioned. At the end of the mediation, the instructor congratulated the participants
for their successful attemptsgtay focused and tquietly mediate.

The staff was very pleasant, positive and welcoming. | could see that the stdtfimgs
their best with the given location and resources but, the environment was quite gray due to the
vast areas of concrete flooring and beige divideatstietl a few colourful posters and messages.
The staff assured me that the space had been desigraewther purpose before Bill 148 and
that the SWACA program was moving to a more welcoming and centrally located venue in the
new year.Often the partiipants are escorted to programs in the community like CVS or
Windfall (now known aBrands for Canda), which | also visited, but essentially those who
havegrandparentedDDSP funding were targeted to attend the SWACA progranerewere
not enough support staff to take all individuals out into the community, so this location was their
program destirtéon. | would describe this physical space as cold, bleak, and depreksrtg
its intended purpose as a warehouse, it is the oppdsitardorting. | had read much about
institutionalized settings in the recent past sialight about warehousing e, keeping them
in a penlike setting Some of the current SWACA participants were housed in institutionalized
environments for a portioof their lives. Seeing this location helped me to better understand
participantso6 desi rpogramistike G\S, yeamningsistaytatthonte@rmmu n i t

parentsdé urgency to find their adult children
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Brands for Canadaa.k.a. Windfall .
According to reporter Tom Godfrey (17 November 20Windfalf® (as CVS

participants refer to ithow known asBrands for Canad@BFC), is a nonprofit agency in on

Connell Courin Torontothat provides supports for people who are margiedliin transition or

new CanadiansThree times a month, job seekers are provided witHalay workshops about

key areas such as first impressions training, confidence building, networking, interviewing skills,
etiquette tips, grooming, health and wels, credit and budgeting\indfall Basic$*

(Houlbeg, 2018, July30)®. After taking aworkshop, attendees can bathoose six items of

new work attire, personal care products and a cell phone with a prepaid card from Rogers
Uptown Wireless to help in their job search.

A large section oBFCO 8,00@squarefoot warehouse contains racksnaw surplus
clothing and dier gear donated by major retailers due to changing stock, seasons or style.
fiBrands for Canadaeports to have received clothing and other items from 200 donors and
processed 900, Héuberg, 200duly2018)Trhis Aothihgi®sorted by
paticipants learningob trainingskills orvolunteer groupike members o€ommunity Living
Toronto and distributed through social service agencies, public schodsiaed wor k of men
and womends s hel tneersevera afiryo s4 UutiBtgpadtosipatds mentiored
Windfall (BFC), | visited the location to see it in operation. Caroline Chesteranager of the
SWACA, brought me to the site and introduced me to the participants who were volunteering
there thatay.

As soon as | steppedto the warehouse portion of the facility, | saw Quyen Ngo, a
participant in my study; he was both very surprised and excited to see me as he ran over and
gregariously greeted me. He was puzzled as to why | was there andCwg.aHe and the

33 Brands for Canadmcorporated il992 by the founders of Second Harvest, one of Canada's largest foodbanks.

Brands for Canada Ontario (formerly knownTasonto Windfall Clothing Support Servjgerovides new donated

clothing and other items for basic needs at no chargedple livingin poverty. Brands for Canada (BFC) reports

that 1 in 7 Canadians live below the poverty line and most new unsold goods end up in landfills.

%The program is now known as fiSuitable I mpressionso ( H
Bl n 201#@esth@FMG #H50 Suitable | mpressions participants.
program provides training to adults with devel opment al
runs t wo c¢ hi ISdhootBaékpackand Unted Heantsproiding new backpacks full of new school

supplies to children living in poverty in partnership with Toronto District School Board and Peel District School

Board. Boxes filled with new clothing and personal care items are also delivereddigo@®18). Riieved from

Brands for Canadahttps://www.charityintelligence.ca/charitietails/106brandsfor-canada
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other volunteers were hard at work folding clothing and dividing it into various piles according
to size. The venue was quiet, and everyone seemed to be focused on theBaaska.
workersverballydirected the volunteers with their tasks and supported théay requested
assistance or clarification of a specific ta3he encounter &FCillustrates that sinceheltered
workshops no longer operatefewnew program®ffering volunteer opportuties for people
with CIDs have emerged in their plade. the next section move fromTorontospecific
programs to provide a brief overview of additional programs supported by provincial and federal
government
Supports Available for People with Cogniive and Intellectual Disabilities

The Canadian Associationff@ommunity Living (CACL) asserts that disabilitglated
supports need to be acknowledged and avail abl
contribute as f ul.lThea benchrzagksferachiév€edtbre: 201 7))

a. Canadians with inteictual disabilities have access to needed disabédipted
supports;

b. disabilityrelated supports are portable, flexible, and individualized,;

c. entitlement and access to disabilig¢yated supports is not meatested®;

d. increased investment ggvernments in disability supports and capacity of
communities (CACL wesite, 2017).

A basket of programs modbsely affecting Canadians with disabilitie€ludespersonal

supports, employment programs, and income secunign{ain,2014, p.31). A deeper focus on

both ODSPan income program to support daily living expenso that recipients can live and

participate in their communities as cultural citizens andPmsport Initiativea reimbursement

program whose main goalsts i h e | p a d deletogmental dishbility be involved in their
communities and live as independently as possible by providing funding for community

participation services and supports, activities of daily livingand patsor e ct ed pl anni n
(Developmetal Services Ontan: Passport progranffunding for community participation

services and supports, 2020, pafg presented after brief descriptions of federal income and

provincial personal support3.hePassport Initiativecan drectly pertain to culttal citizenship

361f a benefit is means tested, only certain people will be eligible {do#ephson, 2018)The government agency
thatadministers the benefit wihave to determine the means-ouf f and fi gure out a way to
means Retrieved fronhttps://smartasset.com/insights/wAtltesmeanstestedmean
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by supporting artists witkisabilities” if engaging in art creation, arts activities or other active
involvement in their communities is how recipients elect to use their individualized funding.

Federal supports.

Programs in théederal sector largely foswon income security for people with CIDs or
supports for families who have children with CIDs. Such federal programs inElogoyment
Insurance, The Canada Pension P{@PP) Retirement PensioD]d Age SecurityGIS),

Canaa Child Tax Benefit (CCTB)Canada Student Loans and Canada Student Grants;
Working Income Tax Benefit; Goods and Services Tax / Harmonized Sales Tax (GST/HST)
credit; Registered Disability Savings Plan (RD$Bee Appendi¥: Federal Supports for

People vith Disabilitiesfor detaibddescriptions of these federal social policy proghani$e
savings plasoffered through Canadian social polidse the RDSPF?, introduced orDecember

1, 2008 has been discussed as a progressive policy that would allove patipdisabilities to
havesavings that do not preclude their ability to collect disability benefits, however, RDSP has
also been criticized for not recognizing that many people with disabilitiesdifficalty simply

providing for their day to day limig expenses and may haveidifltly retaining supplementary

funds for saving. According to a study Bgttinicchioand Maoto (2020)A Di sabi | ity ben

programs place limits on assets, while mounting housing and foea#tltosts and limited access

to credit makes saving money al most i mpossi bl

programs skew to families of midtk-class or upper middielass incomes.

An additional social policy callefiheOpportunities Funds for those individualsvho
have little or no labour force attachment in order to prepare for, obtain and keep jobs or to
become selflemployed (Tremain, 2@1 p. 10). This policyfocuses orenhancing people with

CIDsbemployability helping to finance skills for employment, wage subsidies, work experience,

The terms O6devel opment al systvd med 6r efr efundbeseregigemamerremmearl t
supports provided to people with disabilities. The
di sabilitiesdéd or O6épeople who have beewhedrefdringdtdpeaplewi t h

with disabilities who are recipients of these government services.

8According to Canada Revenue Agency (2008), the RDSP
others save for the loAgrm financial security of a person who is eligitde the disability tax credit (DTC).

Contributions to an RDSP are rtak deductible and can be made until the end of the year in which the beneficiary
turns 59. Contributions that are withdrawn ao¢includedas incomeo the beneficiary when they araig out of

an RDSP. However, the Canada disability savings graamt)g the Canada disability savings bond (bond),

investment income earned in the plan, and the proceeds from roléoearscluded in the beneficiary's income for

tax purposes whentheyr e pai d out of the RDSPO.
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selfemployment, enhanced employment assistance, employer awarenassnamchity

coordination (FundingOpportunities Fund for Persons with Disabilities, 2010). Although these
federal social policies may be useful for financial security purposes, they are not necessarily key
to the discussion d@anadian socigdolicies avdable to support artists withlDs to attain

substantive citizenship. The available provincial policies discussed in this dissertation apply
directly to aspects of cultural citizenship for people with CdBsnany of these policies help to
support the pysical participation in activgs out in the community at large

Provincial personalsupports.
There is a patchwork of social policies offerimgrsonakuppor(s) (Keshen and Blake,

2006, p. 9¥or individuals with disabilities in their everyday lisghree major Ministries offer
programsSpecialServicesat Home (SSAH) governedy the Ministry of Community and Social
Services AéP and delivered by Ministry of Community and Social ServidesistiveDevices
Program(ADP), administered by thi&linistry of Health and Longrerm Caré® andthe
Passport InitiativeadministeredhroughMinistry of Community and Social Services.

Special Services at HOnBSAH) isa discretionary prograiesigned to support families
who are caring for a child in their home whaslaaphysical or an intkdctual disability oman
adult who haan intellectual disability Receipt of these supports are relianheadsandwhat

the family is already receiving in the community. Families gpiyafor funding to pay for staff

39 Ministry of Community and Social Sepgs Act, R.S.0. 1990, c. M.20, onlinBtinistry of Community and

Social ServicesRetrieved fromhttp://www.ontario.ca/laws/statute/90m20he Special Services at Hone

designed to quport families who are caring for a child in their home who has a physical or an intellectual disability
or an adult who has an intellectual disability. The money for this program can help families pay for staff support
who teach new sks and abilitiesteach daily living activities or provide respite care. The funds granted are
dependent upon the type and amount of service the child needs, the help available in the community, the other
support(s) the family is receiving. Itis impanmt to note thatdth children and adults who receive funding from a
residential program are not eligible f8pecial Services at Honfiegnding. Retrieved from
http://www.children.gov.on.ca/htdocs/English/specialneeds/specialservices.aspx

40 Ministry of Health and LongTerm Care Act, R.S.P. 1990 c. M. 26, online: Ministry of Health and L&agnm

Care http://www.ontario.ca/laws/vievl he following summarized description is more fully outlined on the
Community Living: Funding and Servicegbsite Retrievedfrom http://www.communitylivingontario.ca/families
individuals/fundingservices.According the Community Living website tiessistive Devices Progra(ADP)

covers over 8 000 different piegéspr ovi des funding to Onéemamiphyescdkendbs al
and require devices in order to increase to their independence for example: prostheses; wheelchairs/mobility aids
and specialized seating systems monitors and test stripstdin-dependent diabetics (through an agreement with
the Canadian Diabetes Assation), insulin pumps and supplies for children, hearing aids, respiratory equipment
and visual and communication aids. In order to be eligible for the Assistive Deviggam which only pays a

portion ofthe material cosdin individual must be a relent of Ontario; have a valid Ontario health card; have a
physical disability for six months or longdRetrieved fromMinistry of Health and Longrerm Care
http://www.healtbgov.on.ca/en/public/programs/adp/Assistive Devices ProgranPublic MOHLT, n.d.
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to help thér child to learn newskills and abilities, such as improving their communications skills
and becoming more independentteach daily living activities aio provide respite care.
Individuals who receive fundg from a residential program are not eligible $mecial Service
at Homefunding (Government of Ontario, Ministry of Children and Youth Services, 2620)

A fixed, predetermined funding formula is established by a SSAH social security officer,
basedon the paper application from the applicant and accompanying rhddaanentation
from a physiciaror psychological assessmerit needs alter, for example if the individual
requires a walker or a wheelchaird necessitates learning how to properly and safely use the
equipmenta completely new application must be maédecording to théNorld Health Report
on Disability A U remakilitation needs can limit activities, restpetticipation, cause
deterioration in health, increase dependence
(2011, p. 95). Attedant services are uneaemded so applicants often receivewhere near the
number of hours of service they require, particularly individuals who cannot afford to purchase
additional private services. Necessary services, such asmasewsith activities of daily living,
like bathing, toileting, and food prepé&om, could take up the entire availalddlottedattendant
time leaving little time to shop or participate in job interviews or training programs or lessons
actually requestely the family or lhe recipient Disability lawyers Petricone and Montigny
(2011), contend that until the number of attendant services hours a person can access is increased
substantially, it will be impossible for many people who require these services to engage in
employnent, or other activities outside their homes (p. 19). Theyneeds to be made more
flexible: minor adjustments to the original application should be permitted to capture the
changing daily needs of the recipient; the provision of adequate funditigrdants to cover
needs of home activities and respite Gard a view of preletermined funding as needs may

vary greatly from individual to individual

41 SSAHcan help families pay for staff support to teach new skills, daily living activities or provide respite for
families caring for a child or an adult with a physioaintellectual disabilitf{Government of Ontario, M., 2016).

A person is elidile for this service iflsehe/they: livgs) at home with hehistheir family in Ontario or they are not
living at home with the family, are not being helped by other retimeservices and, need more support than most
families can provide (2016);raedcal statement or psychological assessment describing the disability and an
explanation of why services are required as well as overall cost much be attached to the agplica8SAH,
2016). Special Services at Honmgformationretrieved fromMinistry of Community and Social Services Act,
R.S.0. 1990, c. M.2Retrieved fromhttp://www.ontario.ca/laws/statute/90mafd Special Services at Home
funding Retrievedfrom http://www.children.gov.on.ca/htdocs/English/specialneeds/specialservices.aspx.

67



TheAssistiveDevicesProgram(ADP), underthe Ministry of HealthandLong-Term
Careis available dr Ontario residents who have a valid Ontario health cadihave a disability
requiring equipment or supplies feix months or longefAssistive Devices Progna Health
Care Professiongl®ntario Ministry of Health and Lon@lerm Care2020) ADP coveas over
8,000 different pieces which incregsee o pl eds means t hrough physica
fully participate in society. The available equipment inclutieas such agrostheses;
wheelchairs/mobility aids, insulin pumps etcetera. AccordingykbO dMorld Report on
Disability (2011), evenf a person qualifies for funding to help purchase an assistive device,
many people withow incomedind it extremely difficult to maintain their assistive devices (pp.
106-108). Petricone and Montigny (2011 mai nt ai n t hat , fFhemasstnci al &
of maintenance and repairs is not always readily available. Repairs on wheelchairs, for instance,
can be extremely expensive; even replacing a tire can cost more than most people on ODSP
benefits hae available. Therefore, it cannot be assuthatla person who uses an assistive
device wil/|l al ways have access to a fully fun

Employment programs/ODSP.
Shdley Tremain(Lecture, January 6, 2016), defines income secarisy fii nc 0o me

supplementation or programs thaibist low income or earnings and income replacement or

programs that replace lost income as a result of unemployment, sickness, disability or

r et i r érissmwithodisabilities would be applying for tintario Disability Support
Program(ODSP}¥?, which att empts to meet the fAunique need
are in financial need, or who want and are able to work andsneed p drentaid 2004, p.

9)*3. ODSP is entitlement program, meaning ttiat person meets the eligibility criteritagty

are entitled to receive income supporo qualify for ODSP a person must be:

At least 18 years old, be an Ontario resident, and be in financiahndeget the
programbs def i ni t ibdtgorbeamambpreffaesoribedwslass.h a di
Ontarians 65 years or older who are not eligibledtmr Age Securitynay also qualify for

42 Up to six months prior to turning 18, a person with developmental disabilities can apply for ODSP.

43 The Opportunities Funds an additional government program fdtuses a the labour market participation of
persons with disabilities to enhance their emplulity helping to finance skills for employment, wage subsidies,

work experience, seémployment, enhanced employment assistance, employer awareness community @wordinat
(Funding: Opportunities Fund for Persons with Disabilities, OF, 2010) to assiad@ns with disabilities to reach

their full potential. It lends support for local, regional and national projects that assist persons with disabilities who
have littleor no labour force attachment to prepare for, obtain and keep jobs or to beceempelfed (Tfemain,
2014, p. 10).
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ODSP supports i f they are in financi al nee
2015)4,
According to disability adecatesStapleton, Procyk, and Kochen (201QPDSP pays benefits
specifically designed for [persons with] low income; the program provides benefits to people
who have never worked; and ODSP encourages workforce participation and does not cancel
benefits dugo paticipation in the workforcép. 9) but does claw back income supports as
explained below
There are two major parts to ODSRcomesupport ancemploymentsupports Income
support provides financi al costsobdsicredsplikeoode ach mon
clothing and shelté?. Incomesupport also includebenefits, like drug coverage and vision care,
for clients and t heMCECSS:ODSPyA028) Emplbyaemisupportsme mb e r s
includehelp: preparing for work, finding a Jothat is right, and keeping a jobAccording to
ODSP regulations:

You can earn up to $200 a month without having your income support redtiged.

earn more than $200 a month, only 50 per cent of your net earningss(oess profits,

if you are sd#-employed) over $200 are deducted from your income support paythent.
youdre att endi n-gecoadary shool futine, we[theoMinistpy @fs t

Community, Children and Social Servicesb n 6t d e d uarningsdronyyow our e
ODSPincomesuport e ODSP wi | | give you $100 each n
business makes a profit. This is called the WRetated Benefi(WRB) (p. 9).

It is important to note thdahe funding a person is receiving through ODSP @ptalculation and

what his/hef{their] family earns from work, may reduce his/her [their] income support

44 Ontario Disability Support Program Act, 1997, S.O. 1997, c. 25, Sché@d0B4, July 24). Retrieved from
http://www.mcss.gov.on.ca/en/mcss/programs/social/odsp/income_support/IS_Eligibility.aspx.

4 For example, a Bile individual renting or owning a residence in the community can receive a maximum of
$1,151 per month fdpasic needs and shelter. This amount is based on rates in effect September 1, 2017 (Simmons,
2017). Accessed from Marc Leroux as Litigation Guardi&Briana Leroux: Responding Motion Record of The
Defendant, Her Majesty the Queen in Right of The PravisfdOntario, No.: CV17-57309200CP (Ontario

Superior Court of Justice December 15, 2017). Retrieved from https://kmlawca/wp
content/uploads/201@3/Respondingviotion-Record.pdf

46 Government of Ontario. (2019) Ontario Disability Support Program. Rettiéom
https://www.mcss.gov.on.ca/en/mcss/programs/social/odsp/index.aspx. ODSP needs testing determining each
reci pient 6s mo nunhbased on thesdap beteeeretheir budgaetedexpenses and their current income
or resources. To determine GP eligibility is part of the ODSP process (Stapleton, J., Procyk, S, and Kochen, L.,
2011, May).

47 As of September 1, 2013, you can earn up to $268@nth without having your income support reduced. If

you have earnings, you will see this change in yactober 2013 payment. If you earn more than $200 a

month, half of your earnings above $200 are exempt meaning that half of your earnings dechgoaff

eligibility or the amount of money you get for Income Support. You can also claim some of ydoachand
disability-related work costs as deductions from your earnings before they reduce your Income Support
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ODSP is calculated based on tenefit unitwhich means that benefits payments are
made on behalf of the families rather ot han in
care for the person with the disability are not always fully recognized from a financial
viewpoint®, According to theCACL (2013,f ami | i es are fAthe fundament
and that families provide an essential bridge to the realization zérstip and full inclusion of
their family mem{pel) Bthengoverhmet is gomdpto pravidei timg 0
calculated on &enefit uniincome securitylso reeds to be provided for family caregivets.
Assuring Income Security and Edjtiafor Canadians Intellectual Disabilities and their Families
(2013) a eportsubmitted to the House of Commons StagdCommittee on Finance tiACL
recommends that:

1. The Canada Pension Plan be enhanced through expanding tveidpopvisions and
allowing for contributions to CPP for those who stay out of the labour market to care for
a family member with disabilityelated needs.

2. A Family Tax Benefit be devabed that provides a refundable tax benefit to families
providing support to a familgnember with a disability.

3. The Canada Labour Code be amended to include family leave provisions for those who
must leave their job temporarily to care for a family roemwith disabilityrelated

needs.

4. Employment Insurance and Compassionate Caneellsarevised to provide coverage
to family members who must leave their job temporarily to care for a family member
with disability-related needs.

5. Explore options tensure that caregivers who, because of their caregiving
responsibilities, do not havke fiscal capacity to contribute to CPP or other investment
mechanisms and do not benefit from the measures outlined (p. 5)

Benefits are cal cilysize tage df dépandaatd, geograpltiictiobadon,f a m
and the individual circumstancestolh e benef it unito (Ontiari o Di s a
Income Support Directives 6.1 Basic Needs Calculation, 2008).

People with disabilities do not have economic inelggience from spouses or other family
members before being eligible for benefits beeaust he f ami |l yés i ncome i s
releasing any ODSP funding. This residual approach to disability policy makes a recipient
completely dependent on family mbers limiting his/hdtheir potentialto independently

(Ministry of Community and Socialeé®vices Treatment of income: When you work and earn money,
Government of Ontario, 2013Retrieved fromHow earningsaffectyour IncomeSupport:
http://www.mcss.gov.on.ca/en/mcss/programs/social/odsp/income_support/odsp_workearn.aspx
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participate in cultural activigésin Canadian society. This polican be seen @ embodiment
ofia r egi-aniet o4 eDeMinmnddPothigi2006, p. 1) because a person with a
disability isnot considered as separatentity. The earnings of family members should not even
be factored into the ODSP policy equation.e Hurrentmodel disregards the possibility that
other family members may have disabilities of varying degrees and neypdréencing
difficulties making ends meet. Other family members are likely tendinyeo bwn financial
issues; they might be encumbered by the costs of the disability limiting their own financial
security (Dignity, Adequacy, Inclusion: Rethinking the @nib Disability Support Program,
2011, p. 8.

Sociology professors David Pettinicotand Michelle Maroto (2020) claim that,
ADi sability benefits programs pl ace-chremits on
costs and limited access to credit makes saving money almost impossible for people with
di s abiUsingtl99@te 202 Canadian Survey of Financial Security dataroto and
Pettinicchio (2020%tudied the reported financial data of 33,000 Canad@rdigparities in non
housing assets, which include household savings, stocks, and pensions, across households with
and wthout disabilities. They found that households where a respondent or their spouse reported
a disability held 25 percent less in Aoousing assets after accounting for key employment,
education, and demographic fact@@ettinicchio and Maroto, 2020)'heir study demonstrated
a more complicated relationship between disability, employment, and assets, these direct effects
were further sengthened by disability's indirect effects on assets through its relationship with
empl oyment i nc o nmancalsithatinhe fami |l ybés f

Critically analysing ODSPSt apl et on, Procy|j and igitpchen (2
nine percent of Ontario Disability Support Program (ODSP) recipients are unemployed. This
extremely high unemployment is in part due to ODSP eamieg andadministrative practices
thatcreatd ar r i er s t o e The ObSPolieyof cawir(gipack5086)of
employment income is punitive, considering all barriers stacked in front of people including
attendant services, assistive devices, ecisp transportation serviceRisability resarcher in

public policy, human rights and social inclusi@ameron Crawford (2013expands upon some

49 For other progmas provided by the federal government available to people with disabilities please see Appendix
V.
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barriers that people with CIDs fag® Often individualswith CIDsare likely to be dealing with
more tharone disability and may experiend#ficulty with a range of basic educational and
cognitive tasks (2 0 ) . For example, Crawford states tha
with intellectual disabilities requirgome level of help from others with eveaydactivities
[including] meal prearation; everyday housework; heavy household chores; getting to
appointments/ errands; personal finances; <c¢chil
personal care; nursing care/ medical treatment at home; andgradont at hont(p. 6).
Crawfordmai nt ai ns that, AMore than half (56.4%) o
other disabilities, (60.6%) need aids or devices to assist with mobility, agility, communication,
l earning, pain mpafaYyemapportinggamgloyseskillsy e adviges
a ¢ ¢ o u n tthepapsibfe canfusion that people with intellectual disabilities may be
experiencing in carrying out everyday tasks, in following instructions and the possible
diffi culties they may bexperiencing in social interactsn and communi cati on wi
21).

Many of the people on ODSP are already earning very low wages wiibioetits or
may be receiving benefits from other programs to make ends fegticone and Montigny
(2011)claim that ODSP ruleassumehatpeople should exhaust, or greatly reduce, other
sources of income before accessing benefitt i s conceived as a O0syste
than a vital part of income security for people with disabilities in Om{gati 193%. Crawford
(2013b) asarts thatjfi Ma fpgople with CiDsfre also discouraged because of concern about
losing some or all of their present income or other disability benefits, such as drug plan or
housi ngd n(spg.e a2lQ) .OD Sdald keepcl00%n iofeamy eanedimmdat least up

Disability soci al pol i cy t heorissgesof @sabiity,remplioyn@ntaamdf or d 6 s 1
public policy. Crawford (2013b) statesghmany gople with CIDs have a much loweducation level than that of

ot hers with hdil ®aslsi Itihtaines, tfhwirtd attaining a high school
accommodations and other supportive measures need to be framed iithta @ddressing multiple needs,

including agility, spoken communication and emotional/psychiatsigas in addition to cognitive issues

experienced by people with intellectual disabilitieso |
accommodations in employment, education and training such as modified job design or modified haysbr d
wor k, human support in the workplace, a range of techni

Crawford el uci datiomate numiberndf peopi@ with €1IDS rptrinothe ¢albour force are discouraged
from seeking employment bagse of inaccessible information about available jobs, employrakted

discrimination, worry about being isolated byworkers and inadequate traintng ( p. 20) .

5poverty line defined here as the income required to provide foretbessities of life using recent and realistic

price calculations; it has been suggested that a sum of between $500 to $700 should be the portion of employment
income recipiets of ODSP should be able to retain before 'dimek’ begins.
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to the point that their total i chmet dgeer ad |
claw-back could be applied to income in excess of a basic poverty line income, although even
then individuals shdd be able to retainareasonapl® r t i on of their i ncome?d
Montigny, 2011, p. 35§

To qualify for ODSP, a applicantmust disclosdis/hertheir assetsThe prescribed asset
limits for a benefit unit are $40,000 for a single recipient,®30 for a couple and $500 foah
dependant other than a spaugenumber of assets are exempt including but not limited to a
person's interest in a principal residence, one motor vehicle, a prepaid funeral, the cash surrender
value of life insurance pisies, all funds held in a Regjered Disability Savings Plan, tools of
the trade, student loans, and a loan used for the purchase of an exempt asset, a principal
residence or an asset necessary for the health or welfare of a member of the benefit unit
(Government oOntario:Ontario Disability Support Prograrincome Support | 4.ADefinition
and Treatment of Asset8017%°. The next section discusses how artists with disabilities arts
organizations banned together to advocate for the withdrawalvefrgoent claw backs hen
artists earn income from their artwaoskile on ODSP.

ODSP & Arts Grants Coalition.
TheMCSS s  Ola&rBstrictive earning regulations that mounted barriers for artists

with disabilities who required ODSP for daily economic suppdhe MCSS clawetdack
ODSP funds if artistearneda profit from the sale of their work, as this money was considered
as income Ontario ArtsCouncil and disability groups joined forces to advocate for policy

reform. One Toronttvased, nefor-profit, disability organizéion calledTangled Art +

52|f an individualhas periods of wellness (due to mental health issues for example) and could go off ODSP, it is
difficult to get back on it again. An individual could apfty rapid reinstdementa process that if an individual
meets with ODSPO&s itha flisability and theindwiflual gualfies finmnzially far ODSP income
support, and when the individual started getting ODSP income support, they either: a) were reotydécal

review date, or b) were given a medical review date, but they lefPQi2®re they had the review. They require a
medical review before they get back on ODSP (Ministry of, Children, Community and Social SeXsie@s:

Ontario Disability Supp Program recipientComing back to the program, 2018, March 22). Retrieved fro
https://www.mcss.gov.on.ca/en/mcss/programs/social/odsp/client/coming_back.aspx.

53 Necessities of living and items such as furniture, clothing and household effects, rehicmsidered

necessary for the reasonable functioning of the household, arptasmssets. ODSP staff may approve an
accumulation of assets that is greater than the prescribed asset limit in order to purchase items or services
necessary for the healtli a member of the benefit unit or for disability related items and servicesaup

maximum of the sum of the prescribed asset limit plus the amount needed for the items and services. With the
Director's approval, the allowable asset level for a beaeiitmay be increased to permit the purchase of an

item that is necessary foralhealth of a member of the benefit unit or for disability related items or services
(Government of Ontario: Ontario Disability Support Progrdmcome Support | 4.4Definition and Treatment

of Assets, 2017)
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Disability is dedicated to the advancement of artists with disabilities, and to enhancing access to
arts and culture for all. In 201%Fangled Art + Disabilitp annual reportommunicatd that:
[A] major prdblem that disability artists have been dealing with for years is how to
receive arts funding (or receive commissions/sell their work) without it affecting their
ODSP income.Until this grossly unjust situation is worked out, arts councilsfead
disablel artists differently in ways that wonoi
collective, rather than an individual as a fundable entity (p. 14).
Due to this inequy, the ODSP and Arts Grants Coalition (OAGC) made up from a
variety ofarts organizatios’ joined forcesn June 2015. Representatives from these
associations communicated with Ministry of Community and Social Services (MCSS)
Ministero6s office in 2016, then met with offi
with the g@l of getting ad grants exempted for artists with disabilities who get benefits from
Ontario Works (OWY and Ontario Disability Support Program (ODSRJfter an
announcement by (MCSS) on December 13, 2017, Arts gPamésnow exempt as income
and assts in both ODSP ahOW. Recipients will no longer have funds deducted from their
monthly benefits and will not have to risk becoming ineligible for continuing support from
these income sources. Hhean create art without fear of losing their monthlgome and
access t@rescription drugs, medical supplies, dental, and vision CHnes changeeduas

the administrative burdessthe disincentive to apply for arts grants has been removed

54 The OAGC is made up artist representatoves ODSP from ACTRA Toronto, the Can:
Association, CARFAC Ontario, the Income Security Advocacy Centre (ISAC), the Media Arts Network of Ontario
(MANO-RAMO), the Ontario Arts Council, the ODSP Action Coalition, ReelAbilities TorontoglEahArt +

Disability, the Toronto Arts Council, and Workman Arts

55 According to the Ministry of Children, Community and Social Services webséegdal ofOntario

Works(OW) is to help people in financial need offerifigancial assistancecluding income suppotb

help with the costs of basic needs, like food, clothing and shaalterell as health benefits for clients and

their families. OW helps clients to find, prepdor and keep a job including workshops on resume

writing and inteviewing, job counselling, jolspecific trainingand access to basic education, so clients

can finish high school or improve their language skills. Clients must agrearticipate in eployment

assistance activities in order to receive financial assistea ¢ al t hough there is some emer
available. Eligibility includesfliving in Ontario, live in a house hold that does not have sufficient

financial resources to meet babigtng expenses and be willing to make reasonable efforts to find,

prepare for and keep a job (unless you have specific circumstances that temporarily prevent you from

doing so, such as an iliness or caregiving responsibibtiédembers of the househoidust also agree

to participate in employment assistance activiti@stério Works, 2020).

56 The providers allotting funding of arts grants available to artists in Ontario are: The Canada Council for the Arts;
The Ontario Arts Council; The Toronto Arts Guatil; The London Arts Councillhe City of Mississauga, The City

of Ottawaand The City of Windsor. This list is not an exhaustive dhe. ODSP and OW exemption applies to

arts grants from these agencies and ones like it (Government of Ontario: Ongahdify Support Program

Income Support | 4.4Definition and Tratment of Assets, 2017).

74



(ODSP & Arts Grants Pamphlet, 2018,10). Artists can get a gnt for: creation,
production, and/or presentation of works, professional development activities, promotion,
residency or travel, creative research, networking and building market opportunities,
commissioning, other activities necessary for the developaremeation of artaccessibility
expenses during the duration of their project (ppOR Any tools an artist needs for
empl oyment or for his/her/their owH business
Allowance for living costs included irrtas grants are couad as an asset and cannot
be exempted howevehd new rules now allow a pratingof grant funds over the duration
of the arts grant This preratingresulsin regular monthly benefits lowered over the entire
period that the arts gnt is intended toaver for living expenses. The recipient must report
the funds for living expenses to his/her/their caseworker throdggitiication Letterfrom
the funding agencfODSP & Arts Grants Pamphlet, 201810).
To support the potentigirant recipientsa plain language pamphlet entitlethe ODSP
and Arts Grantsvas published (Ontario Arts & Toronto Arts Council, 2018he definition of a
professional artist is outlined in this pamphlet.

Professional artists: have completed basiming in their arstic discipline or field,

either through formal study or by teaching themselves; are recognized as professional
practicing artists by other artists working in the same field; have a history of public
presentation or publication of thewuork; and spend agnificant amount of time

practicing their art (p. 7)

It is important to note that in this definitipa recognizeg@rofessional can beelftaughtnot
requiring formal education. Thismderstandindpelps open the door for people withDs and
their adv@ates to gain access to grant funding.

| n t he Itha goeernhé@mroughshe MCSSreceived feedback from the
intellectual disabilitycommunityclaiming that theyxould not findaccess ttelp for themselves
or theirfamily membersand that fundig was insufficient No single organizationffered
families guidance. Thegdamilies felt frustrated that they had to continuously repeating their

57 ODSP regards sefmployment differently from employment income as only half of your self employment

income will be deducted from your ODSP entitlemeYibu can have up to $20,000 in assets. Most business
expenses arexempt and will not be deducted from ODSP inventory and raw material. There are no deductions from
your monthly ODSP benefit for the first $200 in net income, but 50% of any net income abovs §200cted. As
well, the $100 A Wo redtoywe manthlg dDSB ehereybu have net earnirags. et self
employment income is usually reviewed and calculated once per year and averaged over the year (ODSP & Arts
Grants Pamphlet, 2018, ppt-15).

75



personal stories numerous times before they could get any support. ThieyMelesased a

policy calledMaking ServicesNorkfor People(1997) a framework to find solutions to these

i ssues (Contact Hamilton, 2018, October 29).
launched théassport Initiativan 2006 Its goal was to provide direct funding tadults with
developmental disabilities so they coglain access toommunity programs, develop work and

daily life skills, hire support workers and live independently (Jac2@k7, February 14)There

is a tension felt hve, that ighat people with s are often interdependent with families whom

they rely on for numerous daily supports however, they also need to be recognized as individuals
with specific needs for financial supports to engage in cultural citizenslsip. social policy

the Passportinitiative provides some financial access individuals with CIDgo engage in

activities that promote culturaltizenship. Individualized funding through tRassport

Initiative is described in detail in the next section.

The Passport Initiative andHow it Works
The second major support for artists with disabilities idPesport Program| focus on

thePassport Progranm some detab e cause t hrough my PRPasspoear ch |
Programhas become the sole mechanism for direct fundinfyfung] adults with

devel opment al d iPasaporiCoalitibni 2012)to blySSppars akd services to

help themto becone more involved in their communiti®s This sectios u mmar i zes t he 6
for whom, when, what, where, and how of #esport Initiative. My critical analysis of the

Passport Programvill be embedde@&t t he end explanatborhe pol i cyés

For whom is the Passport Program designet
Under a new law called;he Services and Supports to Promote the Social Inclusion of

Persms with Developmental Disabilities A@008) the Ontario government introduced the
Developmental Services Ontario (DSO) offices in July 2011 to ensure: a singlealegpcess
point to avoid confusion about where to go for services; a clear and conaiayefor

determining who is eligible for services; the application of the same assessment tool across

Ontario for everyone to determine the needs individuals; @edrmaless transfer of information

58 On July 15, 2005, MCSS announced $9.4 milliondditional funding for a program calléehssporto

Community Living ("Passport"). When first introduced in 2005, Rlassport Progranserved 1,700 people, and was
targeted towards providing fundjrior young adults with a developmental disability who weydonger eligible for
school supports and who would benefit from meaningful activities in the community. This included young adults
who had recently left school, and those who were typicallelgible for ODSP employment supports (Simmons,
2017,p. 1)
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from one DSO office to another (DSO Welcome Package,,2045. Barbara Redvers, DSO
Service Navigator, and Megan HaPassportCoordinator (2019) explain thdtd Passport
Programis for Ontarians with a developmental disabtfitygs defined by asychological
assessmenif. Individuals may complete a standassessment and application package for the
Passport Progranat their local DSO when they are {€ars of agéowever, are ot eligible for
MCSS funded services, until they areyiédarsold or older. This applicationis dueto theneed

for support to pdicipate in the community after they have lefcondargchool and are living

on their own, with family or independently ansupportive living arrangement (Government of
Ontario/Help with daily living2016).

According to thePassport Guideline®014) t he program attempts t
the individual dgtseir]premary dupportinstwotk.i Isis neeato bé fairand
equitabl e based o rRespite SarvicePasspprt Ihit@tivai2Ql7)astatesyhatt
priority will be given to applicants who are living at home with their families (Respite Services
The Passport Initiative, 2017T.he Pasgort Programfavoursindividuals with close family
supportto organize the paperwork possibly overlooking those individuals wihanger have
the assistance of a parent and who need the funding the most. There are a series of documents
available online that attempt to simplify how to fill out fha@ssporipapework for example
PassporONE How to Submit Your Expense Clajfamily Sevices Toronto, 2018 gives a
step by step guideline however due to the complexity of the process, a parent or caregiver might
be needed tbll out andsubmitthe forms This is poblematic as there are many people with

CIDs who live in group homes oritlout the direct intensive support of their famiffes

59 For the purposes of this Act, a person has a developmental disability if the person has the prescribed significant
limitations in cognitive functioning and adaptive functioning and thosedtions that originated before the person
reached 18 yeard age. The disabilities are likely to be lii@ng in nature and affect areas of major life activity,

such as personal care, language skills, learning abilities, the capacity to live indegeaslanthdult or any other
prescribed activity$IPDDA, 2008 3. a) At the intake interview proof of age, proof of Ontario residency, a
detailed psychological assessment about the disability:q
80 When applying for théassport Progranan assessment that wasmpleted by a doctor, school, hospital or

another organization must be presented. The DSO office will review it to make sure you are eligible by reviewing
your significant limitations in cognite and adaptive functions. If no psychological assessmentilable the DSO
office will help a potential client find out how and where to get one (DSO Welcome Package, p. 5).

61 Retrieved from http://passportfundinghnr.cafegntent/uploads/2017/02/20FassportOndip-sheetFINAL -

1.pdf for a stefby-step guidéne for Passporfunding reimbursements

52 passportONEereated by the Ontario government daksportagencies to improve tHeassportService

experience by making invoice processing and renmsgments faster and more efficieftis new approach

includes consolidating the back office financial functions associatedPaibporinto a newly created agency
calledPassportONE Invoices ad receipts can be submitted at any time during a fiseal gnd reimbursements
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Prioritizing support for individuals living with their families over those in group homes
discriminates againshose livingin group homes as theye at a disadvantage and should be
given priorityas they might not have any other means of support to attain their goals.

The aspect of personal choice inherent in the directives éfabgport Initiativeoffers
enormous poterdl for an individual wanting to develop or to strengthen his or her skilén
artist. Payment for courses, studio time or supports could be readily desighiagee.are direct
funding options availabl®r many pogramsnsideCommunity Living progrens But if other
programs outside of these prograans selectedt is the responsibiliy of theapplicantto select
the servicesvhich meet their goals and thpay these service providers directly then submit
expenses through a seriesPafssporforms®® It is extremely challengintp navigate the
paperwork and to determiniee services providerBassporiadministrators agree to fund he
MCSS has attempted to provide some examples of how to fill out paperwork rg@ée=d
AppendixZ). There are detailed instructions about howrmperlysubmit expenses with visual
exampés and prompts to support applicantsor examplethese instructions state

Ensure the forms are complétencomplete forms will delay payment; attach as many
invoices and receipts as you have to one POS form; submit your forms at any time of the
month allow 30 business days for payment from the date the expenses are received in
our office; do not submit more than once per month (less often is okay); do not send the
same f or ms meassporttinoematioroRackage: Ndw Clients, 2017

Family Sevices Ontario, 2017, p. 8).

Individuals and their families submit their invoices and receipts for expenses from admissible
services and supports on required formg.(®upport Worker expenses forms), according to a
reimbursement scheduiéto support egenditures (See Append®. Recipients must be

willing to manage their own funding by signing a formal funding agreement before monies are

released. The trackingrims required to complete for repayment of funds can be

will be processed fastePassportagencies can spend more time helping clients find needed services and supports.
PassportONEs being implemented across the province ur fohases that began in May 20JFgamilies can use

My DirectPlan (MDP) an online expense management application designed to help manage direct Sihéimg.
PassportONBprocessePassportpayments, the MDP application will automatically file invoicesclonically with
PassportONE Retrieved fronPassportONEFamily Service Toronto. (2020). https://familyservicetoronto.org/our
services/programandservices/passportone/

53 There are strict guidelines for submitting the forms for reimbursement; paymoessping [details]; and
[instructions] for keeping trac&f your expensedP@ssportrograminformation Package, 2017, p. 5):

54 Guide to SeHDirectedPassportfunding, (August 2013), online: Contact HamiltétassportAgency for the
communities of Brant, Haldimand, Norfolk, Hamilton, Niagara Six Nations oGttamd River Mississaugas of the
New Credit First Nation. Retrieved from: http://contacthamilton.coaifvp-content/uploads/2013/10/2008-
11-Guideto-SELFDIRECTED-PassportFunding.pdf.
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overwhelming. Parent of an adwhild with a disability, Laura Parsonson (Personal
communication, 2017) referred to the complexity of the process, which she said becomes
Achall engi ngwiftohrouat caanr e gnitved rd difficult toamlagnedai sabi | i ty
person with a CID stcessfully completing this procegiwen all the administrative barriers.
believe that this is a reason why priority for funding is given to those who are livirognat
with their familiesand because family members are likely assisting witlPtsspot paperwork
relieving pressure from the service offices participant can opt to pay an assistant or broker of
the allocated funding to manage the paperw®assprt Information Package: New Clients
(2017) abDidysuknowyoe san usé up t0@% of yourPassportfunds to hire someone
to manage your direct funding@. 6). This phrase is telling of the complexity and accessibility
of aPassportapplicationprocess so convoluted that access ofidpab account manager
hired.
According b aRoeher Institute report (1993hdividualized funding programs have
eligibility rules that often act to keep people out rather than ensure that they receive the
assistance they neeol @8). According to Barbara Simmons, Director of the Community
Sypports Policy Branch, Social Poli@evelopment Division, at the Ministry of Community and
Social Services, budget limitations force a rationalizing that disallows funding Bagbportis
a discretionary program, meaning the province has the disctetaiocate funding amongst
applicants (2017, p. 19)Access to services or supports is limited due to overall funding, which
leads to limited availability of spaces and funds (p®36)

Why is Passport funding provided?
According to thePassport Progradd s g ui d e | i keyegealstf thePasdpprt t h e

Initiative are to foster independence through community participagachdaily living skills,
increase opportunities for participation in the community, promote social inclusion and broaden
social reléionships, ease transition fromhswol to life as an adult and support families and

caregivers of an adult with a developmental disaBflifipassport ProgranGuidelines for Adults

55|n 2017Passporisupported approximately 25,000 people and tha@nilies in Ontario $immons, 2017p. 19).

There were 66,484 individuals with developmental disabilitieé@ntario in 201XLin, 2011).

66 According toParticipation and Activity Limitation SurvefPALS) a national postensal survey conducted by
Stdtistic Canada and funded by Social Development Canada that gathers information about Canadian adults and
children whose everyday activities may be limited because of a freldthd condition or probte, the main

support providers for people with disabés are family 83.1%, friends 13.5 %, organizations 13.4%, employees
10.7% or other 4.2%. This indicates that programs likéHssportnitiative are necessary to provide life skills,
leisure progrens to support people with disabilities, respite fonilg members providing individuals a serafe
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with a Developmental Disability and their Caregiverstario Developmentaéervices2014) by
takinga breakfrom their caregiving responsibilities through the hiring of a support worker
(MCSS:Help with Daily Living, 2018, March 8)

There is a focus on creati on pefsgnrdirectechei r o
planningtor each an i ndi vi dheselpléns canhelp thammake theg moatlowd of A
fundingandoutineway s t hey can parti ci(MGBES,2018).nAcaordingmu ni t
to MCSS, the foundational values and beliefs of petsmected planningre:

Inclusiond everyone wants to be a participating member of their community;
Citizenshipd rights and responsibilities, valued roles, and choosing from a range of
opportunities that enable one to learn, explore and participate;

Self-determinatiord everyone wants to have choice and control over their life;
Community as a First Resrced much of what we want in our life can be found in
community & opportunities for jobs, volunteering, recreation, relationships and
experiences. Your community is righpossibilities;

Contribution and participatiod building on the gifts and talenthat we all have will lead
each of us to discover our own unique way to contribute and participate in community

At the heart of all the planning approaches is thietibat every single individual has their own
life to lead- a life that isright for them.As a result, everyone's plan will be differéMCSS:
Creating Good Life in Communityd Guide on PersoeDirected Planning, 2018)According to
the Individualizel Fundi ng Coal Creatimga GdoaLlife irOCGomraunity:®\o6 s
Guideon PersorDirected Planningih 6 Bei ng i n communi ty®o-itiss not
about our human need to belong and participate with others in families, neighbourhoods,
net works and groups. The communiDingwali s many d
Kemp, Fowke, 2006). 5). This explanation splendidly describes how individualized funding
through programs likBassportcan foster cultural citizenship.

Anissue vith thispersordi r ect ed pl anning directiae i s t
first resourceo and the idea of Ayour commun
notions. Without the intensive support of worker and additional costs, oppbesirfor

community engagement can be limited. Laura Parsoffemsonal commnication,November

human dignity. This ongoing survey helps government agencies to respond to new data needs that have emerged
since the last surveys in 2060d2006. Retrved from Government of Canada, S. C. (2012, April 13)

Participation and Activity Limitation SurveyRetrieved from
https://www.statcan.gc.ca/eng/survey/household/participation/participation
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17, 2019)parentparticipant of artisparticipant Emily Parsonson discussed enrolling Emily in a

local, communityrun pottery class that Emily really wantéal attend. Laura recalls that she had

to obtain special approval from tle®urse registrar and the class instructor who she had to
independently contac. The course registrar required th
Laura had t@eek out anday a support worker. Laura said that Emily had a marvellous experience

but that the 18veek course was quite costly. Due to prohibitive costs, enrolment in one class
outside ofd esi gnat ed s effeningscceuld aagse ra cadwet®d in enrolmenta

Passport eci pi ent 6s ot her desi raamnanityclassi ti es over

When is the Passport Initiative accessed?
ThePassport Initiativas targeted at youngdults,but an applicant is not eligible until

age 18years of ag@n order to smoothly transition from school life to adult services in the
communiy. As mentioned, its goals are to encourage independence, to foster social, emotional
and community participation skills and to promote continuing education and personal
developmat (Power, Lord and deFranco, 20pp. 152153) According to the Educatn Act,
S22(1),he r e secenday séhool alternative curricul{stmat is]is nonrcredit bearing. The
students complete their secondary schooling and transition out in Jureecafehdar year in
which they turn 21 years of agé_eadership and LearrgnDepartment, Toronto District School
Board 2018).Although legally students need to be enrolled in secondary school until 18 years of
age, manyaregivershoose the option of atnative curriculum so that their adult childiean
still gain access teducational programming and qualify fibre Passport Initiativavhose
eligibility beginsat age 18 yearsSince gcondary school systerakeady have threeyear
soco-educationakystem in placéo support people with CIDs from 18 to 21 years of age, the
movement oftie starting age d?assport Prograneligibility to 21 yeargouldoffer greater
coverageo those who are currently waitlistéd The documentation about tRassport
Programdoesmt | i st an upper age | imit for accessin
adult services.

Eligibility does not guarantee access. The number of people requiring funding is greater
than the currerPassportoudgetpermitsso many intviduals who neet the ageandother
eligibility requirementsannot gefunding They are consequently placed on a service registry

list until funding becomes availabét an indeterminate datépproximately $810 million

87 Those who are not enrolled in a high school program caaktilh be eligible at age 18 years of age.
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dollars in new funding has begiven since @14 to improve developmental services
(Monsebraaten, 201%) There are no other publicly available funding optionsridividuals
beyond the transition years so that they can gain access to services like the art classes;
individualsmust pg privately for these opportunitiesr draw partial funding from their ODSP
income.

Applicants or their families are encouraged to communicate with the DSO any
changes to their circumstandd@$ie Passport ProgramQuestions and Answers, 201%)
that proritization for funding can be restablished by the designated accessor in their region.
When reviewing th&assport ProgramA s s e s s 0 r(®ee ApRandix) one can see that
deterioration of behavioural, medical, personal, or unpaid caregi s dionsaretthe key
considerations in determining priority Bassporfunding. Those individuals who
continuou$y wait for services might never get them even thoBgbsportfunding could
make them more active membergstadir cultural communiés

Approvd for Passporfunding renews\eery April 1st, and runs for twelve months from
April 1, of the current year until March 31, of the next yeall invoices must be submitted by
the 10" of each month because the approved funding amount renewsAgwil 1. This
funding is provided for a thregear period and then it can be renewHddunds are not used in
that year they cannot be carried over until the geat Invoices take 30 business days after the
payment from the date received i Passporffice. The prepagnentof services may prevent
some individuals from enrolling in classes because they may not have the necessary funds in
their accounts (York Support Services Network, 2atXay for services paid in advance or at

the time & purchasef services

What does Passport Initiative provide?
With thePassportfunding, recipients can pagipate in a range of activities from art

classes, to gym membersHipbecausdassporidoes not precisely stipulate specific service

5 The amual amount given to developmental services is $2 billion dollars (Monsebraaten, 2017, April 23).
Retrieved fron$110 M lawsuit targets Ontario waitlists for developmentally delayed adiilesTorontdStar.
https://www.thestar.com/news/gta/2017/04/23/118msuittargetsontariocwait-lists-for-developmentallydelayed
adults.html

59 There are a range of services available including art classes, cooking classes, support workers, activities of daily
living, transportation to and from activities, life skill ddepment like learning to ride the TTC or buy groceries,
swimming lessons, gy memberships, day programs, parks and recreation programs, camps, respitedipsotezh
planning, administration d?Passportfunds (Family Service Toronto, 2017, p. 4) as wslhiring of a support
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providers. It pernts payment of services to a wide range of community operators,
developmental services agencies, private service and support providers, adult education
providers, and personal support work@tassport Guideling2014) to tailor the plan to specific
needsvalues and choices of the individual nmagit flexible and persomirected. AppendixY
outlines what th&assport Progranwill cover in the areas of community participation and
activitiesof daily living, caregiver respite, persalirected planning anddministration of the
Passportfunding in order to meet the monthly deadline (Passport Funding: What Can | Use It
For?, 2014).Passportunding is not considered income; it will not aff€@DSP benefits (York
Support Services Network, 2011).

The amoat of Passportfunding determined is based tive information that a person or
family provides during the application process including the kind and amount of service one
requires and the tgpof support they may already be receiving. These consideratins
matched against a funding table to arrive at the amouPasdgporfunding a person will
ul t i mat e |Thererare tow categories of Backing: Low/Minimal (up to $6,2500st
individuals receive a maximum of $5000.00 (York Support Servicesdk, 2011)
Medium/Moderate ($6,251 to $12,500); High/Significant ($12,501 to $18,750) and Exceptional
($18, 751 tPassmbestdrd and dnswers, 2006) Funding amountare
determined by #assportCoordinator aided by an automated tobhere is a list of

Inadmissible Expens€sprovided by the Passport documentation in the footnatébough the

worker to provide assistance with community partitggaand activities of daily living oubf-pocket expenses like

meal costs and admission tickets (Ministry of Community and Social Services/ Help with daily living, 2016).

®Thel evel of the approved fundi ng i isectfunding odteapserpdyment o n
agency community participation supports, but instead
" Inadmissible ExpensdisatPassportfunding may not be used to purchase the following types of services and
supports: Indirect respite services and supports (e.g., cleaning, meal preparation, snow removal, care of other family
members); tuition for postecondary education/degree piags that are eligible for government student assistance
programs such as tl@ntario Student Assistance Plan; supports that are available througfcampuas

accessibility office; items for which the individual receives an allowance from the OntaridliDisabpport

Program (e.g. drug benefits, medical aids); housing and horiméemance (e.g. rent, home purchase or mortgage
payments, repairs, renovations or modifications, housekeeping, yard work); groceries, food, and restaurant meals for
the individualwith a developmental disability; clothing; household items and electr@igsfurniture, appliances,
televisions, computers); telephone/telecommunications (e.g. home telephone and internet service, cell phone and
service); holiday travel (e.g. persda family vacations, accommodation, transportation, travel insurancegldent

care and services; fees for therapies/specialized services (e.g. speech and language, physiotherapy, occupational
therapies, nursing, massage); personal goods and servicdsiletdes, spa treatments, aesthetic and cosmetic
services); assistive diees and specialized equipment; vehicle purchase and/or modifications, leases and rentals
(Passport Program Guidelines for Adults with a Developmental Disability and their Gasedi014, p. 11)Note:

In exceptional cases, the Passport agency may akpenses that are not normally covered under the program
(Passport Tips Sheet, n.d.).
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Passpod ocument s state that there is Ano coverag:¢
experience with participants enrolled in ffeotogaphyclass at CVS is that they have had the
cost of theirsingle lensreflex cameracovered byPassporfunding.

Where can one apply for Passport Funding?
Almost 370 norprofit agencies deliver developmental services and employ more than

18,000 staff.Under the authority of SIPDDA, those wishing to apply for adult developmental
services and suppossu c h as-dreépedsphanning services and ¢
respite ser viQGpeogunitesahd Actiop: pransforming SipportSintario for

People who have a Developmental Disabilixecutive Summary, May 2006)r the likg

must contact theiraspective regional DSO organization. There are nine regional offices around

the provincé®. A critique about the location of the Devtoental Services Offices is that they

may be distant from, and not easily accessiblgridividuals with mobility isses. Numerous

lengthy interviews must be undergone in person, rather than remotely, with no guaranteed access

to funding. People with IDs or behavioural issues may find it difficult to undergo this process.

How to gain access to the Passport Initiativesssess service and suppaneeds
There is no single resource that states all of details and processes aPasstiat

Initiative’®. A series oMCSS websites do includeassportin their title but, one must follow a

trail of links to learn about the various aspects of the program in order to glean the whole picture.

One example is thExemplars [for] Submitting Expenses Passpontrie(See AppendixX).

ThePassport Program Guglines for Adults with a Developmental Disability arteeir

Caregiverg(2014) is an online booklet written in plain language that attempts to assist the

understanding of the basics of the program, but odggomal agencies have uploaded pdfs for,

AFrenqueg Asked Questionso to answer specific ¢
If an individual is eligible for services througtassport an assessor or a service

navigator meets the applicant, or other respondents, to give b&tsiciions about the

72 Passportis the coordination program and is divided into 11 agencies that support elignfsrms, referrals,
information on local services eteassportONHs an @ministrative funding program that processes invoices for all
Passportrecipients in the province (Redvers & Hart, 2019).

To locate a Developmental Services Ontario office wirbthePassport Initiative Process go tdzind your local
DSO, online: Deviepmental Services Ontario https://www.dsontario.ca/agencies.

"4 The Respite Services: The Passport Initiative Website. Retrieved from:
http://www.respiteservices.com/Halton/indaspx?ArticlelD=386&lang=eltA%CB%83 and
https://www.respiteservices.com/Ottawa/index.aspx?ArticleID=1382&lany~s#veral regional Communwi

Living web pages (http://www.communitylivingnorthgrenville.ca/index.php?/resources/funding) as well as the
actua | AAppl Paas pRamievéddrom http://www.class.on.ca/pdfs/PassportFormPDF.pdf.
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completion of the Applicadin for Developmental Services and Supports (ADSS) packade
organizes two more interviewsh e f i rst to gain an applicant s
information and the second to ask a respondent who loagnkine applicant for at least six

months to corment on disability support needs and finarrtgOSO Central East Regipn

2020) The person with t he /tidirflnétionaltalalisyisnafubyny of hi s/
recognized. Psychology professors Kéllgons and Shelley Watson (2013) claim that

individuals with CIDs disabilities are the experts on their own experiences (p. 14) but that have

been largely omitted from the disability discourkéchin, 2000, p. 45). Decisions are typically

madefor individuals with disabilities, rather thavith them resulting in a sense of

disempowerment of a vulnerable population (Coons and Watson, 2013, jn 1#g.process

outlined thePassportProgramc | ai ms t o promote t lyeinthggarhe cant 0
instancadeniesthat independenaogith theaddition of lengthy interviews with two adults

without a disability active in the life of applicant to enseiligibility of funding’®.

5 The first interview takes between two taifdhours to complete and is used for the assessor to gain information

about the appl i can tniifestyb gensomalityaqartediver ciicumbtances) aetjuested supports,

medical and behaviour needs. The second meeting takes about tweetbdbrs, where the DSO agency asks for a
respondent, who has known the applicant for at least 6 months, toaumélkhis or her health, disability, support

needs and finances.

6 A Support Intensity Scal@IS) ®°is used as a tool to identify the pattern and intensity of required supports to

participate in everyday life activities. It is also used to record rogptional medical and behavioural support

needs in an individual (DSO Welcome Package, 2018). Wessar then meets with two individuals active in the

life of the applicant. This second meeting is repeated every five years to gauge any significendtaitial

change in recipientds situati on AsSpsoBurdmnealy Rep@tQASR), p. 4) .
which is used for planning for the applicant when he or she is approved for funding and services as funding becomes
available. It isat this stage that successful and unsuccessful applicant are determined. TRhadsgait

designatd agency will determine the level of eligible funding according to the four funding bands: the desired

and/or available services and support; the maimehich services and supports will be funded; the priority for

resources; and, tHeassportProgramwaitlist reporting to the regional officel he pr ovi nce <c¢cl|l ai ms t hae
service is its objectived thussasn aadb mageldi pantods typ esa
assesses their level of risk accordingpéhavioural, medidand personal, as well as the life circumstances of the

caregiver. The system produces a numerical score that summarizes a person's iskelletieh to other

applicants across the provindeagsporfunding website, 2017)This multistep proceskaves many eligible

applicants on waitlists. A recent newspaper artii¢ario Suit Alleges People With Developmental Disabilities

Denied Servicesutlines problems with the current support systems for people with CIDs and their fainiliels: e

Developmatal Services Ontario waitlists are indeterminate and administered irtaotashconsistent and

unreasonable manner, denying eligible recipients stgtbenefits which are necessary for their basic daily human

needs and Maralereux gf Timning, Oreario classction lawsuiagainst the Ontario government

alleges AAdul ts may spend years on the CEafe@verw®provide sts, r ec
necessary services or supports, or going without such servicespratiice damages the persons directly in need

of such services, as we lLdrigg®,2017, Amili24). REtdeved from and caregi vel
https://www.thglobeandmail.com/news/national/ontasoit-allegespeoplewith-developmentatlisabilities

denieds er vi ces/ articl e34796765/ . AFunding allotted for d
these individuals into the community. The resithat transfer payment agencies like Associations for Community

Living and other developméa services providers are struggling to retain staff, maintain any degree of quality
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According to reporter Rob Ferguson (2017), there are now 24,000 peopéigece
support un deRasspohPeogrdmbut therd areystdl surrently about 11,000
families on the waitlist due to insufficieRassporfunds. Regarding waiting lists,
Community and Social Services Minister Helena Jaczek (Toronto Star, 6er@04.7)
assures the public that A wé db is wevensure that priority cases recassportfunding
firsto. fif additioreta leaving & geyelopmental disability, a person may also be
medically fragile, have mental health issues or be subjet 0 a precarious | i vin
(ThePassport Prograr@uestions and Answers, 2016). The assessment practice reflected in
the table $ee AppendiX: Passport Prograli s s e s s 0 1) éreatesRisdrial assistance
system that distinguishes between passwith 'severe’ disabilities, and those with 'not severe'
disabilities, which seems logical given the limited amount of funding available, but borders
on being contrary to human rights lawiolating the basic elements of our Human Rights
legislation an theUN Convention on the Rights of Persons with Disabili(2806)’. The
assessorb6s comparison based on apBPdsspatati on co
recipientsdoesnotneessar i ly consider how an individual ¢
environmental level of support promotiagierarchy of disability. It positions some
impairments as more or less disabling than others, perpetuating social exclusion, stigma and
lack of program access. The criteriat@ving a substantialevelopmentadiisability should
be enough foaccess to the support.

A critique of the DSO is that it places a level of bureaucracy between families and the
Ministry’8, just one more assessmenthurtth at @f ami |l i es need to jump

obtain any amaut of funding for theirlovedonési f i ndeed funding I s eve

services, meet the needs of individuals with complex needs, and try tosadudlies contracts with funding that

does not stretch far enougho (Spindle, 2013, p. 5).

" There are eight guiding principles that underlie the Convention and each one of its specific artRésgect for

inherent dignity, individual autonomy includingh e fr eedom t o make oneds own choic
persons; 2. Nowliscrimination; 3Full and effective participation and inclusion in society; 4. Respect for difference

and acceptance of persons with disabilities as part of human diversity madityy 5. Equality of opportunity; 6.

Accessibility; 7. Equality between men and womenR®&spect for the evolving capacities of children with

disabilities and respect for the right of children with disabilities to preserve their identities.

i An @c28,2W3 Freedom of Information request yielded data that actual expenditures for Demtdbpm
Services Organizations (DSO6s) is in excess of $12, 000,
MCSS/MCYS, October 23, 2013 cited in Spindel, 2018 been spent on this administration in lieu of funding

going to individuals.
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(Spindel, 2013, p. 4). Some of thegbministrativepractices seem redundant and do not
necessarily seem to supptamilies.

Often, people receiving thifeassport Initiativanay rot have the funding available to pay
expenses outrigland wait for lengthy processing times to receive reimbursement funds. A
study by the Roeher Institute (1993), showed r e aucr ati ¢ del ays i ndicat
governments are often late in transfegrfnnds, leaving consumers responsible for the interim
period during which the service providers must be paid. Consumers actually @rubigizing
the governmeid a burderf ew can af-GeoManny (peopled Wwingd h CIl Ds
alone or with urelated otherdand]the vast majority of people with intellectual disabilities are
in low-income households ( Cr awf o r dwho n2a9 rotde able to bearGhe waiting
period of a fund transfert is only in the case that one is engaging with aroomty agency
whose programs are | imited can arrangements f
be organized.

Is individualized funding the answer?
Making Canada an inclusive and accessible reality for people with CIDs, requires

sweeping chnges to the current funding formulas. Power, Lord and defranco (2013) assert that,

as more and more countries transition from tradal service regimes to personalised support

systems, this is a timely opportunity to examine the evolving area ofdodized funding and

planning models to support individuals and their families (#.2) Accor di ng t o CAC
report,submittal to The House of Commons Standing Committee on Finance, the action plan

has four key areas that require revision:

1. Enhaned disability supports to enable independent living, active citizenship and full
participation;

2. An enhanced Federal role in aikging poverty of persons with disabilities and their
families thus freeing up dollars at provincial/territorial levelsrew investments in
disability supports;

3. Labour forces inclusion measures;

4. A national social development role to promotesasibility and community inclusion
and an adoption of measures to recognize the short andeiongconomic impacts for
family members with significant caregiving responsibilities of family members with
disabilities (p. 3).

7 Individualized funding in which planning is inherent, encompasses direct funding, meaning that funds go directly
from the government to the person whereas indirect funding, tgabe person through a transfer payment agency.
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To shape this lonterm agend, CACL suggests the establishment of Higylrel table
reporting to Minister oFinanceandHuman Resources and Skills Deyginent Canaal
(HRSDC) on income security and equality for Canadians with disabilities and their families.
They recommend Federal@®incial/Territorial (FPT) leadership by convening FPT dialogue on
income security and labour force to develop a jointegsgtclearly defining roles for both levels
of government.The Federal government should expand income roles including a reftine on
Disability Tax Credit for lowincome Canadiaf%reducing the total amourtiéypay on taxes.

Lor dés ( 20 h6igStullyiomrdlividugized Funding in Ontari@flect he
desire of people with CIDs to participate in citizenship raiekiding connecting with the
community, recreation and leisure. People want to become part of the fabric of their
communities, 45 % wanted to find meaningful activities in the community and to increase
community presence. Other findings included 71df%articipants who wanted to increase the
number of relationships and develop a support network or circle of support grom)this
study Lord conclude$, jurisdictions that have implemented individualized funding usually
joined independent plannirand facilitation with other kinds of infrastructural support networks
and support for individuals with CIDs (2006, p. 1). Circlesupport are key for artists working
in a shared studio environnten

Costs for individualized funding are comparable xstng conventional supports and
their funding models, however, studies show that quality of life outcomes are usually more
positive due to emphasis on seitermination in new paradigm projects (Lord, 2006, p. 1). The
Individualized Funding Coalitiorof Ontario(IFCO) focuseson gaining fi @ntrol and decision
making power for the funds to direct what happens with individualizedirig, including how

the funds will be spent; this full control may be done through the use of a contract called a

8The Federal Government has attemptedddress some poverty and income security needs of Canadians through:
Employment Insurance, CPP/QPP, Old Age Security and The Guaranteed Income Supplemermbdiedkdd
Benefit and Child Disability Benefit, The Registered Disability Savings Plavamaous tax measures (CACL,

2013, p. 4).
81 John Lord (2006) a study call&tioving Toward Citizenship: A study of individualized funding in Ontario
Threequestiom gui ded the studyds research approach:edl. How mi

for individualized support? 2. In what ways have individuals and their families utilized their individualized funding?
3. What is the experience of individualsd their families in regard to outcomes and participation?

Note: InMore Choice and Contrdbr People with Disabilitiesord, Zupko and Hutchinson explain that a paradigm
can be thought of as a set of basic beliefs that define the nature of the "warltiteboundaries and relationships
within it.
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6persoppbrt &gThare mE Mbddelpromotesaninfrastructureo supportand
focuseson relationshipswith a provincialcommunity of practicethatbelievesn sharedearning,
independentacilitation andplanningthatis separatérom directserviceprovision,access
centresvhich areasinglepoint of accessandfundingallocationproposingthatgoal
achievementanbe achieredthroughsupportednvoicing/financialaccountingand

accountability humanresourcesupportand capacityenhancementor example trainingfor
familiesandpersonahbssistantgp. 55). With the help of the internet as a tool, people around the
province, around the country, and around the world, are communicating funding options and
rallying for areformed individualized funding program to be put into full action (Individualized
Funding Coalition for Ontario, 2006)

One issue that has been raised wat$pect to individualized funding, is that there is an
overreliance on the demarslipply argumet. According to the Roeher Institute (1993),
individualized funding presumes that there is a marketplace of existing services. In fact, this is a
myth. Thee are few service choices in communities so people who receive individualized
funding turn to taditional servicesvho offer limited choicegather than seek new options (pp.
55-56). Another critique of individualized funding, as it currently existthas there are
provincially imposed restrictions on the services that can be purchased. BEwgim pleosons
with disabilities are supposed to have the final say in their own service requirenan{satis
rarely occur because consumers must submitcgeproposals to government representatives
who review and accept or reject ithelans (Roeher hstitute, 1993, pp. 683). Leaving art

facilities whose employees understand botmeaiking and how to support people with CIDs up

82 |Individualized Funding Coalition of Ontario, Retrieved froip://www.individualizedfunding.caDirect
IndividualizedFundingthatis basedon thefollowing principles:Thep e r swwiced& bonouredhroughany
decisionmakingprocesgwith assistancérom family and/orfriends),with thep e r swoicedeinghonouredn the
processparticipationandcontributionin communityis agiveni communityasafirst resourcegdreamsof the
personandthe strendhsof thepersonfamily andsupportnetworkguide the processfacilitation andplanningis a
separatéunctionin the systemyrelationshipbuilding andnetworksof peoplearekey; fundingis fully portable

(funding canbe movedwithin anareato a differentagencyto anotheipartof the province,out of province,from
agencybasebudgetdgo direct,whatevelis needed).

83 According to Guest (1997), the public has become more interested in the form, content and operation of social
security programs (p. 7)As measures of participatory citizenship, Caaasl are now part of planning boarbaye
become advocates of various client groups such as the Council of Canadians with Disabilities (CCD) who articulate
recommendations regarding how to transform Caaradociety through calling for better service, enbenefits and
greater accountability by officials (p. 7). Advocacy is evident in the debates of the House of Commons called a
Hansarddebates which are discussions by citizens or representatives aiciiefore a bill is passed into law. All
this said there are still many draw backs to our social security system.
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to the demands of the nkatplace to emerge, might not become a reality. Nationally there are

so few studios akin to CVia existence despite a market need. An entrepreneur using the, if

you-build-it-they-will -comeapproach would have to understand and navigate provincial fyndin

agencies financial and bureaucratic processes and possess knowledge of suppoidiiegito

of fer opportunities t o tdaddreassseen of culturakctizersiip. c ul t u
In sum, the birth of the organization that we now knewCammunity Livingoegan as an

advocacy movememeading a charge for inclusiarf people with CIDSn communitiesn the

| ate 19400 s .-mindad cgregivarsdobloet for thie rewseon of social policies to

educate their childreim lieu of modés of institutionalization and segregatiohhe building of

specializedschools for children who hadtellectual disabilieshasnow largelybeenreplaced

by increasingly inclusive education options for peaple t h . @$ theccisildren of tb 1956

grew, so did the movemetielping todevelop soal policies that supported thamdaily living.

This evolution of rew understandings of what true inclusion in society rhgawe rise tsocial

policiesin all aspects of life including education, emplaym housingworkplace justice,

human rights, ad the right to personhood.ake for example applying pressure to close

governmentun institutions the last of which closed in 2009 in Ontario (Brown and Radford,

2015) in favour of communitpased housingptions and schoolify Financial social polies

like ODSPproviding abasic level of income, prescription drugs and dental esm@oyment

programs designed to encourage people receiving benefits to enter the workplace and retain

employmentor adultsover 18 years of age with disabilitiemerged With Bill 148 The

sheltered workshop modéirst advocatedy Community Living to teach work skillslosed in

favor of community employment optionkyle, 2019). As workshopsvere dismantled witBill

47, sheltered workshops transformietb programs like SWACAr Brands for Canada

providing daily activities in the community and social policies such aBdksport Initiative

84 On March 312009, more than 130 years of institutional functiorang operating ended in Ontario as the last

three institutions for pedgpe wi t h CI DS c¢cl osed: Huronia Regional Centre
Orillia Asylum for Idiots), Rideau Regional Centre, and Southwestern Regional Centre (Brownddiodi R2015,
p. 25). At first, @i n $dalhtsafety tainisg, awkother aspacts af gravehéndtvell pr o mi

being, and many successes were noted. As time went on, however, overcrowding, underfunding, lack of

demonstrated success)d philosophical, economic, and social changes resulted in a ldimged#dnstitutions.

The philosophy of normalization, which claimed people with disabilities had the right to live in communities,

became popular in the 1970s in Ontario, and resuitéte dramatic growth of community services and housing

options. Comuni ty | iving gradually replaced the | ong tradit.i
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arose. The Community Living movement and the Community Living Assoaiaitieelf have

grown to focus more on what each person wants by monitoring, analyzing and responding to

issues of public policy that affect people who have CIDs and their fanilyds, 019)
advocating for programs that support individualized funding.

ODSP funding makes people with Ciibdependant on their families as family income is

used to determine financial allowances and living accommodations over the course of a lifetime.

Although ODSP offers health care and dental benefits, the funding allocatgohally covers

housing and basic living expenses leaving little room for cultural participation in the community.

There is also a focus on employment training iamwically, punitive measures if one does find
and maintain a workThe deduction of eammgs beynd the $200 per month ODSP grant

(Government of Ontario, ODSP: Information Sheet, 2@L8 as a disincentive to artistsrtA

organizations have successfully lobbied for ODSP to remove some restrictive measures for

artists withdisabilities who receiv®DSP to keep their earnings however, restrictions should be

further lifted to reflect the inconsistent nature of purchasing art supplies foakirigandbr
earning money by selling art.
As a form of individualized funding, THeassport Programif granted can be used to

gain greater cultural citizenship in the broader community but requires a convoluted, procedure

filled admission ordeal to navigate. The continuous support of a caregived @mopamunity
service worker mudie enlisted by the reagnt to manage the numerous official receipts and
documentation to maintain fundingtassporis a move in the direction @kxible, person
centred planning, ashamimanright. Individuals carselectart-relatedactivities toengayein
culturalactivities.

Chapter Four focuses on thRae Art exhibition spherexamining biographical
references of artists, the | abeldefiniiogs A f
discussion about contemporaggllerie®prescripive notions of artist ahtheir art exhibition
through a historical examination ofiratorialpractice is presented and how a refocusing of
curatori al practice through a disability
setting are exained through th&ight Studio Habits of MindProject Zero, 2003 ndart

facilitation for people with CIDs
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Chapter Four: Being an Artist: Studio Processand the Resonance of Art Practice

lllustration 15: Yarmol, C. (2020 offee Talk[Digital photograph of exteriors of 7
finished albums, 8ix 11njeach book binding cloth, matt board, Japanese paper, double
sided tape, PVA glue]

lllustration 16: Yarmol, C. (2020 Iose up ofnterior of Coffee TalkBook [Digital
photograph ointerior concertina and endpapers of book 86jx 11njeach, book Inding
cloth, matt board, Japanese paper, dosliled tape, PVA glue].
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According toAmerican authqgrbook artist, visual theorist, and cultural crilmhanna
Dr uc k er ,cedfdboak is snfimete and public at the same time; it mediates between
private reflection and broad commulhave ati oneéo
chosen tesculpt a succession of handmaaléumsstructurel books using he Elbumtechniqué®
| learned athe Canadian Bookbinders and Book Artists Guild (CBBAGT oronto, Ontarias
a form of exhibition odrtwarkh(®ee Hustiatbys p6a Thei ci pant
books hold pages by gripping them into a serieartulated narrow pockeferming an
organi zed exhibition of a artvorks Eashbartist was askethe nt s a
about the subject matter and the content of their artwkth the help of the help of Harold
Tomlinson t h e faititatod licallécted the artisGstatements from each of the
participants. | edited these statements maintaikéygpointsfrom the verbakexchangeabout
theirartwork. |alsophotographe@ selection otheirartwork and createthdividual pages
unique to each artigSee AppendiA-C). Inclusive arts pradiioners Alice Fox and Hannah
MacphersonsayiSelfa ut hored arti stsd statements offer a
to emerge for individuals to represent themselves rather than tsmce again observed and
talked about. However, supporting a learnthigabled (terminology ithe Unitel Kingdom,
known asCID in North Americd arti st to write an artistods st
that needs to avoid an overly simptisvordy, sentimental or sympathetic response. The best
work in this area tergto emerge from welkstablshed relationshigg2015, p. 41) Spending
months at CVS getting to know participants has forged trusting relationships with ntaey of
artistpar t i ci pants enabl i ngncooperdticowitwhemt e t he arti si
Residing letween each of thegpagesrecolour copesof artwork thatCVS artistEvelyn
van Duffelen and | creatddr this project | sketchegortraits of each participaat the studio
and Evelyn selected and applied the colautser preferred medium of pencil crayodey
phrasesfrom the interviews with each artist are positioned below @aiobly createdportrait.
The advantage of the structure of these albums gty can be enjoyed privatelyr
pagescan be withdrawn from the central concertina spine and exhibige@ublic space along
si de each a(6decondertindin Hlustratioo 16k the future, | hopéo have an
exhibit with theCVS artis 6 s ar t wo r &twoakrcampletgdor thie project.
Artist-author AudreyNiffeneggercommunicateshe authority a book can have:T h e
book is an object. The book is an idé&ooks inspire and are inspired by revolutions, love
affairs, religions.What does it mean to make a book? To make a book is to gain power over
objects. Booksarpot ent i temso (Wasser man, K., Ni ffene:
Niffenegger continues:
To make books is to create physical form for ideas. All adistthis, of course. But the
book has been the body of human thought for many centurksytean we make
unusual books, artistsd books, we are mess
feelingsin readers. We identify with books, and when artistsans gr ess agai nst
a serious thing (p. 13).
| agree with Niffeneggerds commentar ksis | bel
well-suitedfor this multtmethodcritical disability studieslissertatioras it credis the
knowledge of the artists in this studfdook creation is not only a visuahy to exhibit workbut
a meango powerfullycommunicatehe idea that people thi CIDscan be knowledge makers

85 This technique was developadFranceby Benjamin Elbela bookbinder in 2013.
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The Art World
ChapterFourbegins with aliscussion about hegemonic, EXWestern, historical

precedentof addingtextsto theexhibition of artwork mountedn museums, publicly funded

galleries, and commercial gallergaces in art worldThese textsvritten by a curatomften

includea r t biggtaghi@sstatements, process or style descriptions sometimes in form of

gallery guides presentedongsideartwork todocumentoffer explanation or categorizer t i st s 0
artwork. Thethrust torigidlyc at egor i ze and | ashvellaghgprardworkia wi t h
groupings or classifications suakArt Brut, Outsider Artor Naive Artis exploredn this

chapter. Although these ésignations in neoliberghllery spacesan intentionally or
unintentionally | i mit -wlnationgaedywwnersand duratsrs s6 wor
work in systems that consider art as commodifyroviding institutions with th@roductsto

incur financial profits and renown for the institins themselvesThe chapter turns tile

traditional roles of curators fadividuals who consider themselves to be hmttical disability

theoriss andgalleryimuseum curators who questiprescriptivenotions of artistslisabilities

specifically aristswith atypical, cognitive abilities These curatorshallengehe silening of

normative curatorial habits of curtailing, minimizing or erasing the artists with disabilities

thoughts andoicesabouttheir workas part of the@xhibitorypractice Poential ways to

actively involve the voi omposgryarfexhiitstare exposmlevi t h C
O her avenues for inclusive art exhibitions ir
gallery spaces and dime collections areffered. The end of the chapter turnsad makingin

the studiesettingwt h a vi ew t o how ar t iHghtSthdioHabgsof i ve pr
Mind (Project Zero, 2003) are iterativedypacted A definition ofart facilitation for people with

CIDs is presented to underscore the requisitelirementor hinderancdreeart makingand

development of personal expression.

Personal Biography in Art
Art historian Colin Eisler (1987) claims that biographies of artists have been of interest in

Westen ar tangsiimaue tiy first harped upon the unique
Eislerwrites AAnecdote is the right, not the wrong
Elder], whose telling stories about artists are foundsrNlatural Hisory [about life]. The

usually mythic event, O0as t loohmototToeppersviizme anony
written for or dictated by popular fantasy, all reveal how society wanted and needed its artists to

be seen and Féuedag atdlitrs Ulriph. Thiem® and Felix Becker wrote
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AllgemeinesKunstlerlexikon(translationfrom German to English i&eneraDictionary of
Artist9), thirty-seven volumes from A (1907) to Z (194f)Westerrv i s u a | artistso bi
lives in an enyclopeda addng six additional volumes for the twentieth century (p2%4)
Biography of the artish public exhibitionshas beemleeplyfixed in Western art history and
still prevalent today Thea r t biaytaghy appears in concert witie tendacy to categoze
artworks inparticular classificatiosin neoliberal gallery settirgy Western models of the
standard discursive practicethe contemporanart world are described BppendixW: What
Galleries Want The questions presented in Append/ are typical of normative interacti@nd
information curators, critics and galleristsuld expect of potentiaxhibitingartists. Critical
disabilities curator Amanda Cachia asserts that the gallery circuitispart a, fA Deepl y el
world wher e categories | i keo(@Gachay20i1d,lp.d2lfaleresedni ent |
demands habitually socialgnd representationalxclude people with CIDs.
Artist and disability arts facilitatakan Svinburne (2005 outlines thepotentialpowerof
aesthetic expressi@and theproliferation of linguistic processes expected io d ary 6 s
exhibition world. The noiverbal process of creating art without the use of language makes art
creation a seeminglyerfect activity forartistswith atypicaloral and writtercommunication
modesbecauseheir communicatiofis mitigated by artistic language efements and principles
ofar’”. Throughtheime st het i ¢ ueiqupaormecsoipon e b a dtienhtdly foa n d
t he art i gptd)providing @ppohtumitiesod social connectioathat may otherwisbe
impossible Swinburne (200% stresses thdthe process of making art is like having a
conversation with oaoveahea(psAe!l f and | etting othe
Although visual intelligence isat dependant on linguisttommunicatiorfor its
production high language proficieay has become a major force in the professional art world,
particularlyregardingexhibition, endorsement, and acadethimugh artists, art critics, curators,

professorsiad the medi. The importance of language related to art creation becomes muddled

86 Today theAllgemeines Kinstlerlexikon Oné (Artists of the World Onlingis a contemporary reference work
containing a database of artists contains biographical information on more than 1.2 million artists. It links to the
databaséaintings in Museums in European Countries: Germany, Austria, Switzerland

87 The Element®f Art/Design are considered the building blocks or ingredients of composition: texture, value,
colour, shape, form, space, and line. The Principles of Art/Design are how the elements are organized in a
composition: balance, rhythm/movemamtjty/harmoty, variety, proportion, contrast, emphasis, pattern. Retrieved
from https://www.slideshare.net/kpikuet/elemeatstprinciplesof-art-presentation. Various references differ in
their inclusion of the Principles of AResignlisted above.
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with the Inguisticresponse spawned by the finished wankdits promotiond resulting in
exclusivityandinequity. As languagaise thrusts téorefrontof art exhibition an enigmatic
relationship of language and visual atsergesinvh at Swi nburne call s, fAda
par adox 0 ( gdditiorhlparriesfoe atists withatypicallinguistic modes of
communication Viewers become thimterpreters of the meaniroyt maynot understanthe art
creation process @entral meaningf the artwork intended bineartist, so thee viewerseek
clarification.Cur at or s wr i t e and inferpretdtions; theeublicbeaonves 06 e d u c ¢
linguistically dependentn these elucidations through oral audio guided written annotations
that are quitalistinct from the nofinguistic, private creative process experiences shared by the
artist and the individualliserver of the art.
Since cuatorsstructure their descrifins from their own positionalityand may have
limited experienceavith artistic processespmetimes the resutty texts display dagrant
di sregard f or t dctealcicunistargds®nse xiamtpé ret iod n hommw an ar
process mighhave been misread by arata®was intheCar r, OO0 Keef f e, Kahl o:
Their OwnPlaces of Their Owexhibit at the McMichaeGallery in Kleinburg Ontario(200L)
which included the worlartistsEmily Carr (18711945, Canadian), Frida Kahlo (190954
Mexi can) and Ge 0-1986, Aame@ankReferfinfy to aekt pdsiBored beside a
painted sketclhy Kahloat this showpDoctornancyhalifax [sic] (PersonalcommunicationApril
19, 2020)and | discussetdow exhibition textsaccompanyingrtwork canarticulate a
pathologizatioro f an ar t irasherdhan aditersitevebart treatioy procedsalifax
voices her observations

There was a small masonite board with a rough sketch from Icaidla; the writing that

was beside suggestedattihe use of paint and the rough nature of the painting was due to
her opioid addictionFrom my perspectiva saw a painting done, likely at the end of a

day. There are a few brushe®mtyetwell cleaned, a bit of oil paint remains on the

palette andhe beginning of an ideda/Vhat is captured is a procesand it has been

reduced to pathologyThis exampleis significant when we think abodisability in the
cultural world.

88 The showCarr, 06 Ke e f f élacexohTheir@w(2001)at the Michael Gallery in Kleinburg, Ontanizas
i nspired by Dbookd@ thasammemandidad,|SI R (®001)Carr,O6 Keef f e, Kahl o: Pl ac
Own Yale UniversityPressDr. Udall was theguest curator.
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T h e ¢ usupplencentdryext inscribes her estimation of Frida Kalle me nt al heal t h
audience who might consciously or subconsciously reinstitrddemisconceptions afnenal
disability. | believe this dependence on written explanations in art exhibits is a result of a public
who might not feel confident in theibgity to view, analyse andritique what they see. They
have been educatedwhat Paold-reire (2000) terma fitraditional banking system of
educatoowh er e t hey are wai t iTheigconscentipagds{m.f3®hs t he ans
not yet developed
Another example surfaces irDaane Arbus: Photographs, 198671 (2020)exhibition
at the Art Gallery oDntarig in Torontocurated by photography curator Sophie Hackett. As |
walked through thexhibit, Iwas particularly attentive to the texts that@mpanied the
photographs. | noted the commentary Hackett selected to place by numerous photddraphs.
text written by American photographer of the New York school, a critic, and teacher David
Vestalof Infinity MagazinepositionedbesideTransvestiteShowing Cleavagg€1966) N.Y.C.,
[Medium: gelatin silver print26 x 25.3 cm. (10.2 x 10 inMIOMAii New Document s o
collection] read

She[Arbug photographs individuals who in one way or another depart from

conventional behaviour or appearance, butshed emphasi ze their o6ab
character. Instead, she concentrates on showing with dignity, seriousness and sympathy

how muchtheyhavy i n common with the énormal &8 peopl
wrong to say that Dnoranal thdnghe iest af psl Eheyanmayebe | e s s
more open and more direct, more vulnerable, more visibly human than most people.

Attempting topraise A b us 6 p h\ve toayltigqaepabtssin the service of normativity

revealing a cultural disdain for peepliho are different from defined norm.I question, vinose
experiences are taken as t heaboutdhesaobject étheVe st al u
photograprand Ol ess t han n o Whoaslincludadsand whohiseexcludged t o f U«
fromthegpup of Othlevomeetr eadf whydt he curator select
than just leaving the photografir the spectator to vievand to come to their own conclusions

or why Vetal 6s appraisal of otsthuatedAyrHadketstA wor k w

deeper discussion of theole of the curator and curatorial practice in art exhibition as it relates to

89 The termconscientizacaamr conscientization refers to learning to perceive social, political, and economic
contradictions, and to take action against the oppressi
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disability emergesn The Role of The Curator & Curatorial Practice with a Disability Studies
Bentsection.

Art Brut, Outsider, N aive Art 8 Just Call it Art
Canonical art historplays anmportant role in shaping the academic study, teaching,

production, reception and s aylimiting fhe defmitionsioh t he
sanctioned art in society. But who decides on the kind of anvihdte coveted? What about

the individuals who create art beyond the constraints of cultural institutions? These were some

of the questiong the mind of Jean Dubuffet when he began prospecting for marginal artworks

in the summer of 1945 (Dalil, 2015).

Dubuffet started to creater t wo r k i n afterithe deeaatationydWvoddONarsl|
whenartists started makingdemptive art to restore old valudedn Dubuffet French Painter,
Printmaker and Sculptp2019). Dubuffet who was irritated with the ideas of art historical
canons believed thatWestern culture was unfertile, stifled by convention and tradition and
believed that the work of the mentally ill broke away from these limitations (Beveridge, 2001).
From a contemgrary critical disabilty studies perspectiv®ubuffa 6 s maghea s
reinscription of the trope dthe disability artistas geniacsDu b uf f et 6 s i nterest g
ofSwiss psychiatrist Walter Morgent &dizeiier 6s wor
1895. Wel fli was MAav0guatih1910anlthe Wéldau Mpeatal Asglunt  f r o
Morgenthaler published Mentally Il Person as an Artigi921), a monograph pioneering the
field of art and psychopathology. This publication wadfitisetime a patient with a mentally
illness was desitred as an artist and was referred to by his actual name, not his initials or
number (Baumann, n.d.Additionally, Dubuffet knew of the work dflans Pmzhorn,a German
psychiatrist and art historiamho publishedArtistry of the Mentally 1| (2013, 193, 1922).

Prinzhorn was considered the figgtysicianto attempt a major study and aesthetic analysis of
psychiatric art.Many of the artists Pnzhorn studied had artworks which were recovered from
waste baskets or found on toilet paper, the insidesélopes and sculptures made from bread

of other foods (Eiss, 2013, pp.-53). According toUniversitatsbibliothek Heidelberg (n)d.
HansPrinzhornidentified six basic drives that give rise to image making: an expressive urge, the
urge to play, an m@amental urge, an ordering tendency, a tendency to imitate, and the need for
symbols. For Prinzhorn(2013) imagemakingfor humanity in generas driven by our intense

desire to leave traces:
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When we cover a piece of paper with doodles, when a chddges colourful pebbles on
his mud pie, or when we plant flowers in our gardens, one quality is common to all of
these quite different activities, namahe enrichment of the outer world by the addition
of perceptual elementd.ike the need for activityit is a final, irreducible psychological
facti an urge in mafsic] not to be absorbed passively into his environment, but to
impress on it traces ofexistence beyond those of purposeful acti(pty21)

Prinh o r 1@®2bsokand the accompanyingtamork was not positively received in society of
thetimeasijtir ef | ect ed a br eak do wiivilisationexXpasingtieu |l t ur e d s
misery andurmoil at the heart of modern lde Prinzhornegranted voice to the previously

marginalised: those aarcerated, those deemed insane, those suffering under poverty, those
untrained, those in th@vrong type of institutio® Uriversitatsbibliothek Heidbkerg n.d.)

Art critic Roger Cardinatleclaredthat iDubuf f et was a guerrill a
chall enging the unsuspecting Par Uwae28l®)aadrt wor
art. Dubuffet sought out the artwork obnfined artissd patients in hospitals, marginalized or
obscure individuals, prisoners or individuals who resisteds et y6s conventions i
life. Art historian Lucienne Peiry (200%ays that Dubuffeiermed their artArt Brut or Raw Art
that is, art that is imprecise and purely intuitivel(p), raw, rough art, unpolished, secret and
uncooked by culttal influences, unpredictable with primitive elements created outside of the
sphere of the fine art canonBubuffetbelieved that isolain ensured that artists were not
exposed to conditioning by the dominant culture. Thesdaadfht artists workedlently,
clandestinely, and unreservedly creating dréiaeaworlds that allowed them to make a
symbolic escape from confinemeptoducirg work that was unlike artistnstitutionally trained
[in art schools|Peiry, 2001, p. 11). Peiry says that eachiars t , Nfdevel oped new t
iconographic, stylistic and technical syntax that bears witness to an obvious inventiveness and
independene © ( p . 1 -Wéek summenjauat totSwitzerlandZ3 July 1945Y° Dubuffet
visited asylums, and prisons, gatte creations by the patients that would become part
of Compagni e de I, a&adblledionBrwhith he foundedtdissmovemaesligying
thatthe work seemed to flow directly from the subconsciddesearched for:

[A]rtistic works such as paings, drawings, statues, and statuettes, various objects of all

sorts, owning nothing (or as little as possible) to the imitation ahattone can see in
museum, salons, and galleries; but that on
and themost spontaneous and personal invention; works which the artists has entirely

9 Dubuffet was invitedo Switzerland bythe Cultural Ambassador &renchSwiss Tourism Paul BaudryHe went
on the trip with Swisg-rench architedte Corbusier and French critpublisher Jean PaulhdéRhaidon, n.d)
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derived (invention and manner of expression) from his awncgs, from is own
impulses and humus, without regard for the rules, without regard for current convention
(Dubuffet 1948).
Dubuffet was inspired by the artwork he found.
Armed with anticultural positions about art amdt makingDubuffet also explored the
naive aesthetics hedunearthed in his own artle generatetteeform, simplified imagery
from a flow of his thoughtssometimes in &ourloupestyle’, with coarsedxturesthrough the
explorations of wunor tandddicoloumsatrieing caadlike gearesa | i | ,
of high art. Art critics felt his media and its application were akin to dirt and excrement but
couldbeana c k nowl e d g e me rdlingarid a prospeat toistartyagasn from the-gpil
(Jean Dubuffet French Painter, Printmaker and Scylp@i9).
Jean Dubuffet was one of the pioneers of the agarde Art Informel movement
Dubuffet wrote ananifestan 1947 dignifying art created kpeople labelled wittmentally ill; it
promoted a style free of intellectual heritag
He championed Art Brut and endeavoured to be like its credtovgever, he lived ith the
knowledge that he could never attain the adisgedom of these artist as he was too socially
and cultural enmeshed in the contemporary system and unable to attaimidueness, honesty,
and authenticity The conventional wisdomof medical pactitioners innstitutions evolvedheir
ideas aboutreative artistic expressionafidact i vel y proposed, encourag
workshops|where]Ar t Br ut neutralized and takes flight
Art Brut raisel questions abodit he training of professional
artists at the dawn of a new century, about predaptchannels of artistic communication, and
about artés relation to societyo (Peiry, 2001
surroundig the act of artistic creatiowith the growthof Dubn f f et 6s col |l ecti on,
to him that some work did not fit into his original narrovdgfined Art Brut definition because
theartistshadmadecontactwith people ineveryday society and tieself-awareness of their
work precluded their inclusivinto the category; he placedte s e a r t iin® & sobbectiono r k s

91 Hourloupestyle developed from a chance doodle while Gfétwas on the telephone. It appears angle of
clean black lines that forms cells, which are sometimes filled with unmixed color. Dubuffet thought the style
evoked the way objects appear in the mind (Jean Dubuffet French Painter, Printmakelatod 36a9).

92 Dubuffet moved these artworks the Annex Collection renaming thefheNeuve InventionThey were not
characterized by the same radical distancing of mind as Art Brut but were sufficiently independent ofatte fine
system to constitute challenge to the cultural institutions.
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entitledNeuve Invention Unwittingly Dubuffet had created his own system of classification
(Rawvision, n.d.)

Technological evolution in society such as the spread of instantaneans wf
communication, the growth of mass media, and the expansion of mandatory schooling all
facilitated the transmission of images and information and the idea -@usitient life (Peiry,
2001,p. 262) was no longer viable; the original definitiorAof Brut falls into the realm of
impossibility. Exhibiting Art Brut in museums and books has pushed it into a cultural system
from which it was estrangeat at leastiscounted fronthe mainstream due to its association
with Otherness. kventually beame accepted by the critics, the public and became a
categoricahrt marketingool.

Outsider Art
Inscribed ableism is apparent in how people with disabiliigsvork is described,

defined, and categorized in the terms Outsider Arprofessor and adritic at the University of

Kent, Roger Cardinal introduced the tefutsider Artas an English equivalent of Art Brut in

1972. In his book,Outsider Art(1972), Cardinal positsttpue st i on, fACan art be
i's not Ocul t uromuslyp dfferenDartexst (3 )Bishdefmitionis agplied more
broadly than Ar t sBHutoredsslftaught atidisavho mayt bespinecchby u d e
vernacular cultue butareworking outside of the art institutions and the canorgoalept of art

It alsoencompassdDu buf f et 6s cat egorNewsinvenfionbdNbt AhboBed
up to galleries and certain expectations. It should be more anvesstturning and

imaginativei self-fc ont ai ned as it weaTed, 2016)aln a@iinteview i n Ki t
Rawvision author Wilem Volkersz asked Roger Cardinal how he came up with the term Outsider

Art:

Well, it all happened when | produced thisokgOutsider Art] | wanted to call it 'Art

Brut', and | had studied the Dubuffetllection, and had a lot of examples from the

coll ection and some that | 'd chosen mysel f,
showed the publisher what | wadtto do, and | said, "Well, you've got Art Nouveau, and

you've got Art Deco, nowou've got Art Brut and everybody will get on with it." But the
publisher was very worried about this particular title and wanted something mofsiejasy

to get on with fo the English ear and said, 'Well, shouldn't we call it something else?' And

we went through hundreds of titles: 'The Art of the Artless’, | remember was one of them
(Volkersz, 1998).
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Thus,Outside Art was selected simultaneously for the style and thegtit of Car di nal 6 s
hol ding a revol ut i oThaartcadefipiiion of the creati@utsiderim al s ai
that he or she should be possessed of an expressive impulse and should then externalize that
impulse in an unmonitored wayhich defes conventional attistorical contextualizatian
(Phaidon, n.d.) The public begn using the term Outsider Art to describe works of any
untrained artist including Folk Art, Naive Art, Marginal Art and Visionary Art, regardless of the
definitonaccen uat ed by Dubuf f e twit dsabilitied or suffeing $ogial f or ar
exclusion, whatever the nature aesthetic endf their work (Rawvision, n.9l Fox and
Macpherson (2015) contend thanhsepeoplethought thaDutsider Art waghought to be
contaminated with myths of dédauthenticityo, op
According to the Tate Gallery (n.d.), Naiet or Naif Art is characterised by childlike
simplicity of execution and visionA naive createsimple, unaffectednd unsophisticated art
claimedwith reference to subject matter and technical applicatiaive works are often
extremely detailed, with brilliant, saturated colours applied to the sidsather than subtle
mixtures or tones; they lack the illusiohperspectivevith no vanishing pointsesulting in twe
dimensional figures that appearte b A f | dEacyclopagdia Br{tannica, 2018milar to the
art of the Early Medieval and Byzantine éfasNaiveArt style resultsincethe naiveartist
often has little to no formal training in an art school or acaderfie art of children, art made
by people on the fringes of society such as prisoners and people with mental iliness are artist
included i n Na.uWaating\to fteé®fsom chentersophigticaton of art
created within the traditional system, Modernists valNai/eArt for its sheer simplicity
(Tate, n.d.).
Compartmentalization of art produced by gedined artists with disabilities continues
today. Their art is oftengidly categorized and labelled as Outsider Art, Naive Art, Art Brut and
Mad Art or fdr tkinotws t vif\mllBlreenJaumal dited inRich) 2015).
Del i mitations of the art of o6i nt ergehcedutingal |y d

% |n the Early Medieval 400s to the 900®ra and Byzantine era whiclrresponds to the dates of the Byzantine
Empire (330 B.C.E. until 1453 C.Esgcular arts werenified by the Christian church and the sacrgd associated
with it. The main charactetics of Byzantine art include: a concern for religious symbolism, abstract view of
reality, nonrealistic, flat,two-dimensionalfloating figures, metallic background (Art Net: Byzantine Art, 2017) and
meaningand emotion take precedence over the depiaif reality (Brommer, 1997, p. 217).
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thepast15yeatsi because for many collectotrs thmhd woi ko
appeal 0 ( Rhisappealildrgelpduetother equent exhi bitions of
like-styles in museums and books that pushedo a cultural systerbeconing a soughvafter
genre

Director Tom di Maria of Creative GrowthrAStudio, in Oakland California (Rich,
2015) cautionggainst he use of the arti st 6 swheniexhipitngp hi es
art Hecontedsthat A St r ong raahavedbécomemjer markeling tools of
contemporary afin capitalst markes. Making galleries, collectors, critics and the public privy
to the art i sswilysfasition angrtvwank inty a salealmemmodity® buyers want
to know if it is Art Brut, Outsider Art, Naive Art or Mad Art makingetelabek cental to the
wor kos appe alNewYdiinoebreporeriNatmaipiel Rich (2015) advocates that
bi ographical eff acemaenntt ,t rilecnadn tirna vt ehnee sc oan t deompio r
avoid the danger of aestheticizing the disability or exipigithe disability to sell the work. 1t is
difficult to escape these discursive practices bent on promoting the artwork, while at the same
instanceOthering the artist with disabilities. When participating or holding shows, Creative
Growth Studiadn OaKkand, Californiatriestode mphasi ze an artistods di sae
participate in exhibitiofiesteadaolr giimg tpet mamar |
works for their originally and aesthetic merits.

Harold Tomlinson art facilitator at @ative Village Studio sgke aboutninvitation
that CVS artiss received to aiOutsider Art show in upstate New Yoskveral years ago
Harold promptly declinedt he i nvi tation as he ditWlbenot want

categorizecas somehow simplist, pure or untouched art as DubuféetCardinaldid.

9 NathanielRich is referring to The Guggenheim, the Museum of Modern Art and the Metropolitan Museum of Art
purchases of art of Henry Darger, William Edmondson Martin Reng@ind Augustin Lesage (All categorizechas

Outsider artist, a Naive artist, a Mad artist, and an Art Brut artist respectively) for their permanent collections. Rich

notes that, Creative Growth artists such as John Martin have caught the attebtiphusiinesses like Facebook

who purchase8 5 of Mar t i n ® scutbuts®flscissocsuhanpens and switchbléddsr $8,000 and

installed them in the Menlo Park headquarters in June of 2015. They commissioned him for 20 more sculptures.

Notet hat many of t hes discaverediurdiltaiebtheivadeatiss wer e not

% Art facilitator, Harold Tomlinson at CVS as well as Sybil Rampen ownéosifiua Creek Heritage Art Centre,

mentionedhe categorizations of Art Brut, Outsider Art, ArtMaé¢ as t hey r el at enoftadistst he publ
with CIDs.

% One notable exception that artists from the Creative Growth Studio Oa k| and, Cal
annual Outsider Art Fair in New(RhZ20k5.t he f i

ornia do
déds most



Tomlinson stated, AOut si der( Har tT,o mlti nisont, 0o @ ema
communication SeptembeR3,2019)
In an interview with Sybil RampefPersonal coonmunication Decembe®, 2019,
founder of Joshua Creek Heritage Art Cergtesdescribe where heinspirationto create an art
centre and an art class for people with CIDs deri@gil graduated fronart andarchaeology
at University of Toronto (Line 39), speintne studying andravelling in Europe (Line 41),
attended Ontario College of Art to beconmeaat sgcialist and dibre artist and then taught in
the United States before deciding to embark o
1827 farmhouse and properiyine 43). Despite theggrandlife experiencesSybil stateghat
in, 1984, my5h son was bor n an dAndche lbas be@mevmny grSatestd r o me .
teacher and my greatest influence in whatd @dne 4). Sybil describesier weekly Monday
art clas with artists with CIDs

Sa every Monday for two hours we work with Community Living Oakville and we have
about 6 or seven artists and they do change slowly because they go off and do other
things. And every Monday, we have two sessaith 6 or 7 of hem and | have 2 or 3
volunteers who are totally wonderfudo | invent [Emphasis on invent.] lessons because |
have & | am quite fortunate to have a background in art for many, many y&acsl

make a lesson plan which is very step, step, step, ey ahd it is based on theisir

within (Line 6) [Sybil begins to give examples of her lessons.]. You inherited,awo

won the lotteryso you draw your dream houdeSo they drew their monastery, their
condo, their palacetcetera And then you haveotopen the dooral see thaartist within
[Sybil pauses for 3 secondgljine 8). Another ondlesson]was called hatsand they do

a blue sea of lifflesson] and then they did raft [lesson] and they have an egg shape
and they created an eigne 10. And then they all opened[ihe object of focuslip

and they hatched their artist withifg, it is based on thartist within, trying to find

tée (Line 12)

Sybil bases her program on the overarching thehtbe unlocking theartist within. Her

weekly lessons beginwithaprimerhr ase t o i gni t e stHeetopgspermst soé ¢
endless possibilitielsy offering the artists an open opportunity to express what they imagine in

t heir miybitdsdasytbe,snagic thingSthey dlhavedé t h e p[Bybilesaicawith 6

emphasis.] It is different art than any other art in existence. It is pure art and the impact of
everythingtheydol t t ot als me in such a way that it ma
choose herwords.lthumb | e s me ¢14) Bybiwards tolfdter the potential of these

Apure artistso or Napve artists by offering t
up or hatchingo the dAartist wi ttheknowkdgédnd nes, 6
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commi t ment of her Monday artists saying that,
people without disabilities] but, | base it on what | have learned on Monday with these amazing
people. So right now, | am making a book about thegiration and stuff and | am illustrating it

with their [the Monday <c¢cl assesod] work, so wel
dedicated (Lines 145).

Like Dubuffet and others in the art world, Sybil sees the art people with CIDs in her class
makeasit he pure arto as she believes they have n
mechanisms; their art comes directly from inside them. | would angiiby the very act of
providing i nst ristautheddoythetohtside wolldasuhe agtistsdearh @and
grow, oftenbeconing more curious abouhetechnicalskills, subject matter and applicatioh
lessonstaughtSy bi | 6s provi des a vceeateast. Hdessonsado whats t s wii
she i nt endsartistfabeady]wip i o@ven the l[definitions of Art Brut, Outsider
Art and Naive Art, the artwork of the artists at CVS do not fall into any of these categories.

Artists at CVS are made aware of art historical models, learn a range of techniquekyédrzee
styles, wok in a community and want to sell their work to earn a profit, all characteristics which
deny them the categorization of Art BautOutsiderartists. The next section examines how the
role of curator emerged marly Westernsocietiesand howthe curataial practice islowly

evolving due to demanding public audiences

The Role of the Curator & Curatorial Practice with a Disability Studies Bent
A brief description of th@urveyors oMWestern gallery exhibitthe curatorare

expainded inCurationism How Curating Took Over the Art World and Everything £ 4)

by David Balzer, a Torontbased author, editor and art critiBalzerseeks to define a curator

and curation through its teleology. The root of the word curator is thediaanmeaningcare;

curator means essentially, caretak&rcommon understanding of the term curator is found in

t he Oxford Englxtession ofimuseum argalkery practicéi anract ef selecting,
organizing and presenting items in the vein of an arkitdri t or 0 (B2lgededuditelp . 9 ) .
illuminates how the role of the curator has evolved through history from an organizer and

arranggr of public works to the collection, presentation and explanation of artwiktefm
curator,fican be traced back the Roman Empire, in which curators were bureaucrats made

responsible for various departments pertaining to public w@usafores viaum-responsible
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for overseeing roads) (Balzer, 2014, p.°30)n the 18" -17" centuries exhibition of collections

of things like thecabinets otcuriosities, the first museums (British Library, 2019), idhentity of

the curator within the context ofrauseum or collection takes p&acThe curator cares for

objects, and the objects, not the curator, are the focu8 (p..3 Sl owl y"anéitheough t h

19" centuries, a curator is appointed, not a free &ybnt a tool of the state or the body politic

as many museums devel oped because of politica

museumd housed spailFs antcanwmgliecif beelraheefld of w

nowcallartisr un cul tured who were attuned with the

collectives and mounting artigtitiated exhibitiors when they were not accepted by the Salon

(Official Art Academy shows). In oppositida the academgtudioand patrorbound practices

that had become the standaedy(Impressionists in the 1870%880s), artists themselves curated

their own work and the emergent dealer began to play a role)(p.Balzer highlights the

contributions 6a range of curatoris Europe and North America frothe 2" century who

minted contemporary gallery desf§andiit he noti on of curator who d

an artist, but is crucially informed byew yt hi ng arti sts, dido (p. 40
Balzer mantains that with the coming of conceptual movements in the 1960s and 1970s,

artists began to put their trust in curators as managersidsa e s h or r e(p.A8® shed poc

was necessitatedd demystify their . Thecustodianshigositionof a curaor becomes

supersedely connoisseurshipiiCurators no longer tended ground, but secured, organized and

| andscaped itéThe curatords new position enta

diplomat, gatek e p e r 0 Tlemruratod shgpes andhers forth the avargarde(Balzer,

2014, p48). Balzer notes thaince the 1990ghere has been a riseaarated group shows

around race and ethnicify these showhave been &strong facet of the curatiomnisioment and

97 Under Roman law, curators were bureaucrats appointed to minors as they entered into contracts or advisors for

those classifies gwodigusor prodigal (i.e. provedtbe squandering their estate or their inheritance) and as lunatics

[sic. Curators of the equestrian class also supervised out
% One example of an American curator is Alfred H. Bano imported ideas fromuEope, including the notion of

the white cube, or exhibiting paintings syratrically, in one neat, eylevel horizontal line, against walls covered in

l i ght bei g éalzen20k4pps4l)c | ot h

99| agree with Balzer thatrtshows aboutrace andetbni t y have been a focus of curatc
Indigeneity andtolonialism to that list. | had the opportunity to participate with my students in a project called

Walls and Barrier A Collaborative Projectat the Royal Ontario Museuthencefath the ROM)(September 24

until October 25, 2010) presented in the Can@dart atrium of the ROM which was in responséhteEl Anatsui:

When | Last Wrote to You about Afritam October 2, 2010 to January 2, 2011. This showpwasented by the

Institute for Contemporary Culture (ICC). The-y€ar retrospective of visualr t i st EIl Anatsui 6s wor
large shimmering metal wall sculptures created from flattened, twisted salvageebldtiercaps that had been
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constitute attempts to court new demographics and add value to the institution as a progressive
and accepting entityo (p. 77).

Al t hough roles of a curator have altered o
an fAi mpar t(pell) hold true thrbugheWestern art exhibition histoBalzer states
that fiCuration has close ties to capitalism and its cultufesll)and the absendcen Bal zer 6 s
novellaof the art of people with disabilities in museums and galleries once raflairs a
subjugation of their knowledge (Foucault, 1980pbtheir veryexistence.

We can teldl by Bal zer s omi s,praimngand hat t he
maintainingthe hegemonic discourses of nbloeral institutiors. A look at how entemporary
curators who are wellersed in the discourses @ftical disability studiess essential to try and
respond to the question about moving away from dominant exhibition practices. As curator and
critical disability studies activist Amanda Caelstates

The art world has | ong remained a- finor mat e
cosmic fashion. The gallery is an arbiter that reproduces the hierarchy between those who

are included and those who are excluded, on multiple levels. The re#ta very few

art institutions are run by disabled gallery directors, employ disabled people who are

curators, educators, or gallery assistants, let alone artists who may identify with an
impairment. f t hose governing t hledpeoplethewibaorhed don o
as no surprise that they should continue to maintain the invisibility of disabled subjects as
fictionalized exemplars of Otherness, which is very carefully handled with a clinical
efficiency i n order ranthavigagtporityidr duthomshipllaiss a di
Anor mali zingd work of institutions is rein
who is selected to represent what the gallery considers to be the social realities of our

time (pp.112 113).

Cachia maitans that this seemingly natural system has failed to be challengad. If
curatords role of model i ndgsconkideredvimponaptoni nt s of
society thenwe should look ta@urators who celebrate difference.

So how do we moveutsde of these discursive contemporary art practidesability
theoristAlison Kafer (1998) states:

Our "subjugated knowledges" or "reverse discourses" operate as forms of resistance
because they positively prove the existence of people, bodies areagps not found

stitchedtogether with copper wireWhile these massive sculptures recall Ghanaian traditionally wovertliprigh

coloured, handvovenKente clothsthey also represetthe effects of colonialism in Ghana. My grade 12 Visual

Art students selectegbciopolitical topics to critically analyseshich were of relevance to therfogether with

students from art classé®m 10 othempublic, Catholic and privatechools in Torontat hei r 10nj x 10n vi s
were suspended together in-f06t-high wall for visitors to examine. Students haddbportunity to have their

work critiqued by artist EI Anatsui, have it on display and photographedstoova catalogue sold at the ROM
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within the histories and narratives created by dominant groups in soGietylives

challenge the naturalness and rightness of the dominant discourses and categories such as
race, gender, sex and disabilifResistance, then, can bed&rstood as a contestation of

the ways in which discursive practices classify and identify bodies and as a rejection of

the dominant interpretation of our bodi€lo posit reverse discourses based on these
experiences and knowledges is an exercise oepthat can result in a profound shift in

the way many people regard themselves and their place in society.

| turn to contemporary cura®of the twenty first century whose their curatorial practicesd
their positiondo try to get audiences to ttkimore criticallyabout the status quo and disability
they attempt to do what Kafarsists A Resi st 0O

Katherine Ottgritical disability theoristhistorian senior museum scholar the Division
of Medicine and Sci enc e Naidnal Mdseum 8f iimeridarsHistotlya n | n
in Washington D.Gs a curator who believes it is hduty to revamp institutional collections and
scrutinisethem from new perspectives ma k ha gi b v i s i(0Otl, 2019) At a lectufell e 0
attended at the Roy@Intario Museum in Toronto entitle@hen "No" Gets in the WHY Ott
stated AMuseums are purveyors of knowlbettthae and h
they have resisted charmgé. Ott Lecture, 27%5eptember, 2019)In theonline descriptor
articulding her presentation Ott (2018yers

Visitors are pushing museums to reinterpret their holdings to reflect the complexity and
diversity of culture, heritage, and the past; but power never gives way egstyneed to
share authority, abandon traditjcaand revise the narratives and regolagithat only

serve a narrow demographic are often-doized by institutional fearQuestioning

received wisdonfsic] and navigating the nasayers is slow, stressful, and potentially
careerending but also necesy.

Occupying the traditional role ofaurator who focuses arbjects ananaterial practiceOtt

e x p | aviusewsns colfiect objecend nemoriegwhich] canreside in anythical placealso
known asobjects Memories spill out in the presencefitfese]objects because objects connect
with usin a visceral wa§. By finding, researching, analysing and arrangantifactsfrom the
past Ott shows howthese objecthave caused th@thering of individuals or groups of people by
members of society at larg@tt questios how to create safe spacsbere visitors can use their

tacit knowledge (intuition, experience, shown by doiageel what they knoywnot formal or

100 Katherine Ott was invited to speak at theiversity of TorontaMluseum Studies Anniversary Keynote address at
theMMST50 Unconference: The Rewards of R{$laculty of Information, 2019).
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explicit knowledge. She asserts that objects can create this space natunatiynicating ar
beliefthat,it aci t knowload kken oiwn gwe n a tOthhasbeenworkirg withs i on o .
severabbjects linked withdisability/Othernessind isexamining how these artifacts through
materialculturehaveactively shape and defind disability. She seesigability asbeing
relational according to culture and social phenom&Horsince peoplaith disabilitiesoften
need tools to accommodate them to overcome bafpbysical, sensory, neurological)
disability is bound by technology, tools andchinego shift into new rgistersof social
interaction.

In risk taking andeinterpreing their holdingsmuseum curators caeflect the
complexity and diversity of culture, heritage, and the'fast Deal i ng wi th di ver si
dealing with conflit and the world tries to ashdifference (Ott, 2019. She maintains that
curators need tajundo the privilege and share authoatydabandon tradition, and revise the
narratives and regulations that only serve a narrow demographic are oftdnzadby
institutional fead [caused by fixed, normative stancéspPt t 6 s, 2Q1%) dOtt saysehat her
objective, fAls to disrupt the status quo thro
humans are surrounded.byK at her i ne Onehodissubwen momnativerpractites
inviting a contesting of habitual, ableist practibgsnviting disability-relatedcontentinto the
museum space.

Exhibition curators and disability theorist, Amanda Caghtzo identifies as physically
disabled explores various ways people with disabilities are either excluded or portrayed in
gallery spaces. As a curator she tries to destabilize the gallery space and its relationship to the
person with a disability. She has explored activist positions and testhiehin specific

disabled community groups with the intentiorfiof r a n s feductiveiinterpretations of the

101 During her lecture (2019), Ott discussed a few of the objeetshow about sexuality that she curated. The

foll owing object I|ist describes Ottdés approach to cur af
fJoystick. Velcro. TV remote. Sitgacket. Communication board. White cane. Sex toy. Thora¥ifezlding ring.

Wheelchair. Curb cut. Cochlear implan®tt believes that the experience of disability, as is all human experience,

is grounded in the human body and mediated through the emérdn The environment is constituted of the

culturebound méerial culture of its era and includes architecture, assistive devices, media, clothing, food,

technology, and all the other objects that surround us. Human relationships are establishedsaed thmedigh

these objects. Ot $ owhed and wussdebyl pedple with Hisabilities and thdse tfiahacetused

upon them or that are encountered in Ilifeo (Ott, 2014)
102\Waysof Curating (2014 well known curator Hans Ulrich Obrigtrites fiAt its most basic [curating] is simply about

connecting altures, bringing their elements into proximity with each othtbie task of curating is to make junctions, to

allow different elements timuch (p. )



di sabled body, and to intr @flUootedinharcuiaterialc es t o
practice (Cachia, 2016)n her 2011 showwhat Can a Body Dd% Cachia(2014)explores

di sability as a critical theme because she be
museum or gallery are limited to providing access. Many do so by offering programs for patrons
who are blind, daf, or use wheelchairs for mobilityBut this preoccupation with access, though
important, has ironically obscured the possibility of disabigatedcontentwithin exhibitions

and ot her c urCadhiaundesstoreptheantportancesobdlzmbessibility and

exhibition content.Access is embeddedioothCac hi ad6s cur atori al pract.i
shows. Cachia (2012) insists that:

Access involves more than checking off a list of practical accommodatiossa way of
thinking abouthe world that challenges us to imagine how another body, another self,
experiences ité By hanging the work at wvar
from multiple perspectives, Cachia asks the viewer to pay attention to the conventions of
how we display and describe works of art and how we move through a gallery or
experience a performanc@ccess is treated not as an afterthought but as a creative
process intrinsic both to art practice and curatorial practice (p. 3).
Critiquing conventionatu r at or i al pr act i How, pr€dselyh damperceptivoris7) as
of the disabled body be liberated from binary classifications such as "normal” versus "deviant” or
"ability" versus "disability” that themselves delimit bodies and constrain actién&t
alternative frameworks can be employed by scholars, curators, and artists in order to determine a
new fate for theftenstigmatizedd i sabl ed i dentity?06 Through her
practically respond to these queries encouraging threevie considerfi Wh a t
disability doesrather than simply what is. Such reframing breaks binary constructs as it is
focused on a type of concretized beinghe-world, on the truths of livingnsidea disabled

bodyo (Lindgren, Gege, KA2014).Cachi a, A., &

103 Disability aesthetics is a condegpined by Tobin Bbers (2010) Wo centred the presence of didékiin

canonical art history and contemporary art as he argues that nondisabled artists see aesthetic merits of disability in

art (Pablo Picasso to Francis BacoB8)ebers studied, documted, andplotted a]historical trajectory of where

disability studies and contemporary art productively intersect (Cachia, 2016)

4Cachi ads e, XWhat @an thé Body DeShawnedethe gallery exhibilt was inspirech longer quoteoy

Deleuze & Guattarf2004) fAWe know nothing, ab dtoandoaindiherdvgrdsuwhdtitsl we ko
affects are, how they can or cannot enter into composition with other affects, with the affects of another body, either

to destroy that body do be destroyed by it, either to exchange actions and passion with joor ¥ath it in

composing a more powerful bodyod (p. 284).
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| attendedl'he Flesh of the Worlexhibit curated by Amanda Cachia mounted in 2015 in
Toronto at the Justina M. Barnicke Gallery, University of Torontolamdersity of TorontoArt
Centres. The exhibit wasnspired by the 2015 XVII Pamerican and Parapan American
Games and the work of the philosopher of phenomenology, Maurice Mé&teray. Cachia
asked Canadian and international artists to use the body as medium in teonmoodal
performance and potential when itisgaged in compiéive sports and games as well as the
bodyds relationship to technology to fichall en
and e mb oGachme016)dlthgugh G ¢ h (2818)delief inparticipatoryart opens a
spacewhereartists with dsabilitiescancreate work based anconsistenthemeor their
relationship to disabilityy a form of crip artnot everyone wants toreatecrip art. Cachia
reports that onartist RyanGanderesistedoarticipaton in the 2011 showWhatCanthe Body
Do? At the end of her essayaCc h hoteSirglicateonea r t i s t t gin theeekhibis She
writes

Indeed, weHknown British artist Ryan Gander cited this [..]history as the reason he didn't
want his work to appear What Can é&8ody Do? In an emd dated November 17, 2011,
he stated, "Sorry | can't do this show, | strongly disagree with the grouping of artists with
disabilities, but thanks for the invitation and good luck with Arhong subsequent
email exchanges, on NovemHde, 2011, he wrot¢, Your showé does gr ou|
people together, something in the history of the world, in all sorts and parts of society,
humans have again and again fought to make sure isn't fdhaedot a disabled artist,
I'm an artist that hagms to use a whedilair, in the same way | use glasses, or a car or a
cup.”
Gander 6s r ef usnalCatca ipaadrst itchiepgmaattd ¢ show about ¢
artists with disabilities want to identify with a disability or participaterip art venturesit is
unlikely thatall theartists of CVS would want to be in a show that included them because of
their identification with a intellectualdisability. At the end of this chapter, | witlffer some
alternative ideas faartists to exhibit their work dsideof gallery setting or predetermined
themes.
Cachia (2016¥loes not onlyengage those with visibfghysicaldisabilities, bualso
artists with intellectual disabilities. h® questions the standard notiongatists voices in
museum and biograps imagining what art practices might sound like, feel like, and look
l' i keo(p. 122) . She acknowledges that society

knowledgeasiar r est ed or stapengagelnm fiHdmadd $ ad bcialyiey | ogi ¢

111



engaged art practices in ways that express th
(p. 123). Cachiastrives to rupture or challenge normative assumptionsbyguesni ng, fA How
can the museum incorporate the voice of the developmentadipldd artistHow can disabled
[ sic] artists have more of a O6sayd in the pro
(2014, p. 110)0
In their move from working with gbcts and a material practice to one that involves
collaborating directly vth people, curators might want to let go of their vildden
practices in favour of an approach that is experimental, open, and questioning, where they
lean as much as tipartidpants | n t hi s move from curators wh
curators wheexplore variations in voice, and other modes of communication embodied
by the full spectrum of their participants, developmentally disabled artists will come to be
defined more byheir renewed presence than their absence, their activity rather than their
passivity (2014, p. 125)
Cachia examirngthed o n d@nd teedosof curatorial practice. The following description
illustrates ad o n fn tesponse to a larggeale seeminglysic], (emphasis adde¢drevolutionary
show (Marcus, 2011 cited in Kuppe2§12)entitted CREATE(2011) cecurated by Lawrence
Rinder?, and Matthew HiggsCREATEwas mounted at the Berkeley Aftuseum with
numerousartists with CIDs from seléed studios includingCreative Growthn Oakland, (CA,
the National Institute for Astand Disability (NAID)in Richmond (CA) and Creativity Explored
in San Francisco, (CA) T h €% aastwotkhusgton the walls but the curators neglected to
recogne e the voices of the artists relymomg on th
vocaltextson didactidabels posted beside the works in the gallery space (Cachia, 2014, p. 115).
Disability culture activist, a community artist, and professfdenglish,women'sstudies,theatre
danceart and Design, Petra Kuppers (2052pred hat Ri nder 6s catal ogue
disability and art relied on medicalized, labelling language withodtanc k n owl edgment o

power that medicine holds over peopleo areeasily and often institutionalized, sectioned,

105 Rinder was director of the Berkeley Art Museum and Pacific Film Archives (BAMPF), California, and Matthew
Higgs, diretor of White Columns, New York.

106 The artists work mounted in tt@REATE(2011) show included: Mary Belknap, Jeremy Burleson, Attilio
Crescenti, Daniel Green, Willie Harris, Carl Hendrickson, Michael Bernard Loggins, Dwight Mackintosh, John
Patrick McKenie, James Miles, Dan Miller, James Montgomery, Marlon Mullen, Bertha Ofay& Ramirez,

Evelyn Reyes, Lance Rivers, Judith Scott, William Scott, and William Tyler...The exhibit was displayed first by its
host institution, the Berkeley Art Museum, befdrraveled throughout 2012013 under the auspices of
Independent Curatotaternational (ICI). The exhibition included works on paper or canvas such as paintings,
drawings and prints, and multiple sculptures (2014, p. 115).
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sterilized, imprisonedam@hy si cal | y i nv a'ff.eTheaniststware noténditecc at i o n ¢
to communicate their viewpoints and yheere invisible on the website, poster, and invitation to
the opening (SherwoaahdRi nder , 2011) . The artisteemare ju
artists as a means of validating their work implying that they could reito@omously
presentedCachia,2012). Kuppers(2014)b e | i e v &hss ista podtits,andfan approach that
is out of step with social justice movements of the 21stceaturyd needs t ol be call
bring this example forward as it is typical of curators who are fixed inrbe@irctive approaches
to exhibitionand do not credit the artists with CIDs knowledge onmaaking abilities
With the support of her ted¥ of self-identified physically disabled artigtterviewers
professor and artig€atherineS h e r waaleadb ufiC B E A Tddrataers by directing and
producing &6-minutevideo with several artists including Jeremy Burleson, Daniel Green,
Willie Harris, Dan Miller, Bertha Otoya, and Aurie Ramirez who all had woiduntedn the
CREATEshow. Shewvoodinvited these artists to communicate about thewaunit and their
artistic processesrThis sries ofinterviews conducted by sealientifying disabled artist[dc] as
a reaction against the lack of sedpresentation of the interviewed artists in the lacme
e X h i bmight cbalieng® the very nature of dialogue in and of s (€dctiiag 2014, pl13).
The film was eventually screenadjacent tahe CREATE (2011)s h o exbikitionspaceand
usheedin someofa r t expréssive inpuabout their work and their amakinginto the gallery
space.
Cachia encourages artists and curators in theattl to re-examine their definitions of
Apar t i @aiandartexhilyitiomrguing that norstandard bodies, nemormative voices and
other nonverbal cues can empower and give people with disabilities increased agency.(p. 113)
If a show is centred on ng@inalized people thethe fimarginalized subjectivitghould be
ovoicedbas a way of honoring their artistic discourses, and for accepting a myriad range of

07 Katherine Sherwood (2014,une 11) <chal | en CREATE201N) caatogue es§ay writng,r 6 s
fiThroughout the essay you conflate mental iliness with developmental disabilities and thus flatten the whole

enterprise. You explain that in the past the two terms w@réused. You provide us with a legal definition of

developmental disabilities bubdn 6t f urt her expand it to include the wide
autism, downds syndr omeREATEaetiats woddswarrant dinim a menthl institatiorodr t h e
claim mental iliness as their disability. Larry, why gp the false comparison between them and the psychiatrically

disabled $herwood & Rinder, 2011, June 21p Kuppers (2012) pointhandl@dthe t hat t
CREATEpresentation with more sensitivity and consultation within the localobaib based disability community.

8yvi ew Neil Marcus, Leroy Moore, Sun aOREATETTheyAltistsAreand di r
Present | Azin SerajRetrieved from http://www.azinseraj.com/1302/artwork/collaboration/ctbatartistsare

present/.
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embodiments or expressian&uppes 2012, cited inCachia, 2014, pp. 11516). Cachia
applaudsta. use of vi deo ass er tigt/curgtordialagte,n misedmsisv er y
deepened and enriched by much more variegated forms of communication amongst those
typically occ %y ilm)gUsingthe filimGREAJE: M eAdtist is Present
(2011) Cachia points out how artists may exggeéhemselves:
This might mean that the voice is atypical, embellished with stuttering enaromative
utterances that can be more challenging to hear for a normative ear. It may be non
verbal, and instead include body language, hand, foot, or eye ggstuicommunicatory
neol ogi sms that dono6t have established def
normative speakers (f16).
It is with this review ofthe 215 century role ofan nclusiveartistcuratorin mind, that |
facilitated the creationfCVSar t i st s0 st at e mthairtownchoitesdf arttvaskt h i nv
typical of their stylesand written descriptions of their work through their @atounts.These
ar t staemat®may benounted alongsida display étheir artwork.
Consideing the discussion ofanguage usage in art exhibition spaces and the vision of
critical theoristscurators like Cachia and Ott, | created an idea for larger amregtia artwork
that employs text as its groundi(§ee lllustration 17Here to Stay Thesephotograpk mark
points in thecreative process that germinates from a single idea and grow into a finished
artwork. Fromtextual notation irsketchbook, a maquette was created. Text was transferred
with glaze through a lettestencil to slakrolled, low-fire clay tilellike forms. Larger tiles will be
mounted on a wallAn interactive Braille version modeled in cleyll be fabricated and
availableas an interactive segment of the work camooehed byisually impairedviewers. An
audio recordig of a deep voiceecitingthe textti Emb odi ment ; Em body ment ;
| 6m body meant ;o This dfimtiva stabemahyill ben@mmunicated bgn
ASL interpreteron avideo loopprojectedon a screethat is vieweractivated bya moton

sensor The &xt is an affirmation thaeveryone, every artiseB valueandi s a A boaay mean

1091t was surprising how Samra Taylor herself a painter well versed in art language, did not more fully engage the
artists with whom she interviewed. Usually a clear, boisterous, eloquent speaker, Taylor used minimal amount of
vocal,art langageto draw out the artists being imgewedwho seemed to have much to communicate.

114



be vdidated andecognized for their

contributions to the art exhibition sphere (S¢
lllustration 17}

Large gallery spaces are not the onl:

venues for displaying artwork. When two or

more artists join, they can form a collective

!
lllustration 17 Yarmol, C. (2016)Here to Stay
[Sketchbook Drawing withfelt i p mar ker|, &

libraries,schoolscolleges, universies, 14n, Scudfprere)] ahownd gl a
1/ 4nj] .

where several artists can unite forces to

exhibit work in a myriad of places like publig

schools, restaurants or the lik8tudios and

home studios can also act as venues for art disflagiay these locations promote locally based

artists offering numerous opportunities to exhililanadian Artists Representation/Le front des
artistscanadiens (CARFAC), an organizatonwhais r e pr esent ati ve for the
professional visual artistbas a list of larger artistin centres and collectives in Ontario.

Studio Habits of Mind
As | considetthe classes taught at C\A8d theartists who create there Eight Studio

Habits of Mindbecome appareniThe Eight Studio Habits of Mindre part of d&ramework
designed by educationpitactitiones at Project Zeroin HarvardUniversityd s Gr aduat e Sch
Educationthatdescribethe habits and thininking teachers intenfdr their students to learn
duringthecreation processNote that these processes are not unique to the Visual Art domain
but contain a language of critical thinking that expands across every disciplia Eight Studio
Habits of Mindlisted in HetlandWinner, et a ,42007) book aréo: 1. develop craft2. engage
andpersist,3. envision 4. expressbs. observeg. reflect, 7. stretchandexplore,and8.

understand art worlds. Looking maresely at these habitge can see that theye formalized
terminologydescribingwhat artists have done for centuriesitigts spontaneously move
iterativelyt hr ough t hese gSogdniegiysThe astistadith ClDsat CViSaceano
exception Examples can be seen throughoutabgervations in thisisksertation:

110The clay tiles useeorientation ofext tourgethe viewers to query their individual conceptions about the

meaning oembodimenas it relates to disabilitylcons i der ed Ku p p e challéngingaofireconCeivedh i a 6 s
notions of how a body fishoul d | o®hiséketchandfinagouettaidreca act 0 or
preliminary work of a projected larger, finished artwork.
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1. Develop craftTechniqueg Learning to use tools, materials, and artistic conventions
andStudio Practicg Taking care of tools, materials, works, and space
EngageandPersist: Finding personally meaningful projects and sticking to;them
Envision: Imagining new artworks and steps to bring them tp life
4. Express: Making works that convey personal meaning and interpreting meaning in
the works of others
Observe: Lookinglosely and noticing
Reflect QuestiomndExplain: Talking about studens 6 wor k and ;wor ki ng
7. Evaluate: Talking about what works well, what does not, and why, in works by self
and others
8. StretchandExplore Playing, trying new things, makingistakes, and learning from
them
9. Understand Art WorldsDomairg Learnng about what artists make and
Communitiegy Learning to collaborate and understanding that artists often work in
groups(Adapted fromStudio Thinking from the Start: T8 Ar t Educat or 0s
Handbookby Hogan, Hetland]acquith and Winner, 20183

w N

oo

Artists at CVSpractice these skills on their own to create personal \Worklany CVSartists
have been engagedtimeir own learning journeyand sometimes require supportsdr

facilitation.

111 The original terminologyleveloped byProject Zerais as follows:1. Develop Craft: Learning to use tools,

materials, artistic conventions: and learning to care for tools, materials and space; 2. Engage & Persist: Learning to
embrace problems of relevance within the art world@npkrsonal importance, to ddep focus conducive to

working and persevering at tasks; 3. Envision: Learning to create works that convey an idea, a feeling, or a personal
meaning; 4. Observe: Learning to attend to visual contexts more closely thamoydindi | oo ki ngo requi r es
thereby to see things that otherwise might not be seen; 5. Reflect: Learning to think and talk with others about an
aspect of oneds work or working process, and | earning f
of others; 7. Stretch and Explore Lear ni ng to reach beyond onebés capaciti
preconceived plan, and to embrace the opportunity to learn from mistakes; and 8. Understand (Arts) Community:

Learning to interact as an artist witther artists e.g. in classrosiin local arts organizations, and across the art

field and within the broader society (Hetland, Winner, et al, 2007).

1121t is interesting to note that TH&ght Studio Habits of Min@Project Zero, 2003) are innately praei by artists

in artmaking contexts whether they formally expressed or not. The Ontario Ministry of Education (2010) has
published a circular model simil ar fsoaleBTh®Greatveée Zer o06s i
Process to be fallved in a flexible, fluid, and cyclical manner: 1. Challenging and inspiriegponding to a

creative challenge from the teacher or another student and using creative ideas inspired by a stimulus; 2. Imagining
andgenerating generating possible solutie to the creative challenge by using brainstorming, thumbnail sketches,
choreographic sketches, musical sketches, mind mappigriing and focusing creating a plan for an artwork

by choosing ideas, determigimnd articulating a focus, and choosamgappropriate art form; 4. Exploring and

experimenting exploring a range of elements and techniques and making artistic choices for a work; 5. Producing
preliminary worki producing a preliminary version of theovk i sharing the preliminary work withegrs and

teacher, and seeking their opinions and responses; 6. Revising and fiefigfiming the initial work on the basis of

their own reflection and ot het codplefingkedrbvark dnd presdentindPir e sent i |
to or perfoming it for an audience e.qg., their peers, a teacher, the public; Reflecting and eviluefiecting on

the degree of success of the work with reference to specific aspects that went well or that could leel iamgov
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What is Art Facilitation?
An understanding dahemeaning 6 art facilitation or supporis necessary when

discussing art creation by people with disabilitidst education and disabilities education
specialist theorist Doris Guay&006)r e s ear ch expands and critique:¢
paraprofessionalparaeducators and support workers for artists with disabilities in art studio
classrooms3. In one study Guay (2006) observearaeducatorsreatingstudentartists artfor
them(p. 32) hiding or covered up, mininaing or suppressed difference @) rather than
adapting or differentiating instructido meet diverse studentneed® @A have t he wor Kk
studens [artistd with disabilities look more like teacher modelspeer efforts, paraeducators
commonly immsed their aesthetic ideasdid the crative work for their assigned students.
Choosing iconology and design directions, adding to or chamgivgrk, and even substituting
their own work for student worwith or without student knowledgea s c o mmo nSbe ( p. 32
frequently witnessed art stue ndwa ark making attempts thrown away during cleanup (p.
32). Guayconcluded thatwthoritarian interactive patterns of pgeofessionalshat dominated
many of thevisualart classeshe researched, resulteddiefining studentartistswith disabilities,
fias having few ideas or experiences, little or no knowledge or ability to solve problems and no
opinion® (p. 38). Art facilitators shold reflect upon the extend to which they may unwittingly
di sempower artists t houghltigehauthorityeof their knavledge as fie x p
(Foucault, 1980).

Art education and disabilities education specialist Sismsb €006)conclusions
cocur with Guayoés as s h eonsciaus dftheokimds ofanarks, images,t r u c t
and movements #tartistswith disabilitesmake independentlgs sometimepargrofessionals,
fwell-meaning but generally untrainéé[sic], tended taliminish learning, marginae, and
disempowefartist§ s t u d e r2@).sThesq agsistants will sometimes place thwim hands

int o the artwork wunder tdloesigelievesahatdhis pracice mgyor t i n

using the results of this reflegti as a basis for starting another arts project with feedback from peers, teachers and
selfreflection at the centre (Ontario Art Curriculum, 2010, p. 17).

Bparaeducatords rol e i n QhraissstrionoamsY histenimfltodvsteb@2r 0 1e3x)p | or e d
Exceptional Students to Inform Art Pedagdgiva st er 6 s Thesi s) . Retrieved from E
Repository. https://ir.lib.uwo.ca/etd/1371

14 Untrained here refers to support workers withschooling in Visual Arts or how to wlosupport people with
disabilities in a Visual ArtcontextGuay 6 s (2003) interviews with paraeducat
the classroom for their paraeducator/paraprofessional positions was nonintadexistentthey provide

instruction,yet, they generally have little or no formal training or preparation for their instructional or other roles (p.

25). Paraprofessionals also may require training and mentorship to better service the artists they support (p. 192).
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inadvertently coonmunicateo the artist thahe/shetheycannotcreateor fully engage in the task
presentean their own | refertothisproce s as fAart sabotageo.

According to practicing artist and art facilitator Jan Swinburne (280)%)e theory of art
facilitation emerged from insufficiencies of both the educational and social systems to
appropriately adapt to needs of artists with disi#ésl and the social models which disadvantage
them. There is a clear distinction betweeducationgltherapeuticandart facilitation models:
Formal art educational systems, #Ai mpart knowl
modelsand preparetsudent s for professional art practice
Ai' s to addr ess c lingdstress fainiogypsychologieas insgtits, cordréllinge v
behaviour, and the |like (p. 2) whdlperactti dac i
intended to support dAartists for whom the oth
individual requirements when pursuing artistic endeavours and to create opportunities and
alternatives for artists who face barriersinthe maiastre art s and arts educat
(p. 2). Art facilitation is he focus on individualand theirart making

Swinburne underlines that tiecan be overlapping features of the various modeis
exampleart facilitation can inform technical amastorical information present in the
educational model and can offer therapeutic and social benefitshjt idgructorsneedto be
conscious that the emphasis should be on art produmtithre artistgwith CIDs)themselves

Creative Growth CentreniOakland, Californigupports artists with CIDandis staffed
by local professional art teachers and artists who have all attended art s€hcedtor Tom di
Marias ay s, A No osewicedlmckgraundoragsychiatric backgrours is an
important part of our philosophy: Artists should Wwavith artist® (Di Maria cited inRich, 2015,
p. 53). Theart educatorassist but are under orders never to guide or instruct, unless asked to do
so by an artist.This practice underlines thatteve communi@tion with the artists themselves to
requesther need for assistance with selected tools or the application of selected media to
express colours, lines, shapes, textureshe like isessentiafor effective art facilitation. The
artist withCID should have the option to request or refuse tippart at any point in thart

makingprocess.The art instructor or manager needgngphasieto volunteers and

115 Jan Swinburne createdhé cover foiCarlson, L. (2009)The Faces of Intellectual Disability: Philosophical
ReflectionsBloomington, Ind University Press.
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paraprofessionalwho come to the studibat theartists should be left to explore, dizver, make
mistakes, tell theiown storeswith medaand in short createby themselesrather tharrush to
complete heartwork b some fictionalexternalstandard.The instructors, paraprofessionals and
volunteers should facilitate or make aréking easiefor the artist with a CID so thaultural
citizenship can be experienced.

The next chapteatdiscusses theral andartistic data collected for tHeight to Bean Artist
bringing togethethe procesf art makingand socializing at the CVS comled with social
policy realities artists with CID&cearriving at findingsin the conclusion.



Chapter Five: What? What Do Participants Say?

lllustration 18: YarmolC. (2020)Fly on the Wall[Eggtempera on wood panel

with faux silver | eaf and size, 16n| x 20nj]
lllustration 19: Yarmol, C. (2020Fly on a Bench[Egg tempera on wood panel,

12in x 8nj].
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| agree with a/r/tography theorist Rita Ingirs ¢ | a A/mtogitaghers undertand that
whotheyareie mbedded i n what they know and doo (200
artist art educatoand researcheadentities throughout the research process. As a resedrcher
found it challengig not to constantly shakeowledgedeeply embedded within tee identities
with thestudy participants Letting theart makingprocess naturally unfold by refraining from
of fering advice or sharing commentary that mi
artistsoé product i ornramduntimpoednce atdhe outsetdftheas was of
observation sessions.mAant ra resounded, fABeora fiifBey aonf Ityh eon
b e n cReferdolllustrations B-19 for the visual representatiohis phrase is what Irwin et al
(2008) would termas a metaphad to be still and to use my senses to actively dtterwhat
wasunfoldingaround me.

The flydés anatomy helps to strengthen this
various lenses makes up most of its head affording the fly wathraie threelimensional sight.
The six legs each equipped wittaasus, a pair of claws and a fleshy, adhesive glandular pad
called a pulvillus assists the fly with walking across walls and ceilings suspending itself in
various locales around the studio

| communicated to the st umgieflediens daucthel i t at or
studiobs processes after the research data wa
as a stiff observer who purposefully does notrespondtotheartd& quer i es about t |
opportunities are denied and theuléag fieldnote data and observations become less rich

| found that | was constantly balancing on a sort of teletézrthus | found myself
moving toward the participatatbserver rolereating small landscapes in my sketchbook with the
excess paint left on palettasthe end of I e
sessions My small, painted sketches drew the | USSR *
CVS artistsd interest
| could producéSee lllustratior20). My f
interactions with prticipants, their artwork and |

|
I

artistic processes resulted in increased
communication and causéuk effectof
validating me as an artiglarticipant These
resultingimpressios are represented by
pigment smudgindeft on the panedt the base
of the flyd pulvillus. ‘
The choice of an ancient method of egg
tempera is purposeful in that pigments \aeey

thinly appliedin transparent linear washe$he | jjystration 20: Yarmol, C. (2019),
layering of the egg tempera is slow and - ParticipantObserver Ladscape(2019).
methodical bU||d|ng UpoatSOf palnt toavoid [Acrylic paint’ coloured penc” Crayon on

crumbling anccracking. The utilization of this | paper, @jx 11nj.JNOTE: Sketches like this

process was also reflective of a/r/tographic one were created at C\&&udio while
processes whicfbuilds up knowledge through | observing the participants.

lived experiencdike theway | carefully
approached the data collection at the research site.
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What?
To remind the readethis research examines the right to be an artist as a means of

culturalcitizenship and life enhancement for people over the age 21 years with CIDs in Ontario
giving a view into the workings of a small urban studid amonto that provides support for

peoplewith CIDs. Parents with children who have CIDs face great challenges as their children

age out of the education system at age 21 yeatdind thathereare not enough day

programmes or work placements for them. This examination of everyday subpectsegous
experience from individual sé perspectives str
their lives and uncover what conditions aregssary to create positiaet makingexperiences.

As mentioned in the introductiorhe key questionare:

How can weoperationalize and suppaticcessful studio art practg®r people with
cognitive and intellectualisabilities to exercise their rigko become artists and achieve
an aspect ofulturalcitizenship?

How can we support people witH(%s in new contexts to enhance their lives as artists?

How can we commend or credit the knowledge visual artists with CID communicate with
their artwork?

This study is reflectivef the needs of the greater CID social sphere speaking to issues of value,
ability, voice anddentity as integral aspects ofiltural citizenship

How Creative Village Studio Began
An interviewwith Creative Village Studidounder and facilitator Harolddimlinson

(Personacommunication, November 25, 2019) revealed that thefae@Vs first started imate

1980s earlyl90swhen heKaren Bell andCharles Hackbathwhile working in the Commuty

Living Association communities, startading art as a way of teaching new skills and abilities

three different regionaround thec i t vy . H ladid pdinting, harled didndsaicsand

Karen did sculpture There was nfunding,so we becameery creative obtaining donations or
scavenging recycled materials from construction waste like tiles, plywoazbdoy¥ 6 wood t o
buil d ¢ a nKaesokl eauldbding in gesso from homar purchase it froma hardware store

Due to the haphazard collection of materials he claims that there was some opposition from some
people in the communitfLines £6). People kept sayind) Y o u 't goeng ta lwe able to do

this! There is no way you can do th[sle shrugs both of hisheulders up and down quickly.]

And once people saynooto me, | make sure it gets dordgrold smiles and laughé (Line 7)!
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Harold said that he learnedtoworkwh i ndi vi dual sd strengths a

for people with limited mobilityusing Lazy Susan’'® or spatulas so that they could engage in
painting and dr awlirectgdparti¢ipantdoveardscard makirbevhiehlwaso

art on asmallerbasis oon smallto mid-sizecanvasesvhich were easier to manipulate (Line 9).

Working as a community service worker driving to different sites, Harold fyrestratedwith
watchingpeoplestili n t hei r pyj a ma.sMaaytgrop hanéesidemtscdid noa t
know one anothewere forced to live together and were constantligtiigg (Lines 1011); he

saw a need to coordinatesaand craftspainting,board game nigkt Thekey by-productof this
undertakingvasthatthey learnedocial skils, getting along better through the buildioiy

relationships Harold moved to a position asvacational counsellor in the day progrsrhe and

his colleaguesoticedthat when peoplexitedfrom the day programs in the sheltered workshops
within two weeks clients were back to the workshops because they felt as if they had lost their

routine, supports and friends. They developed alternative art classes at SWACA so that the

retired clients were Oengagedd byattetiredaldo f or mal

started to become interested in the art classes amth8segrew (Lines 1316, 32, 38). Harold

knew that his own passion for art was shared by others in the SWACA community and the group

started to receivattention from government offiais (Line 18). According to reporter Leslie
Feren29 SeptembeR009)some original participants in the program wisliesl Clifford, Jeff
Down, PatriciaHabuda JudyMcLarnon Quyen Ngo, Kirk Ros<Cara ScottEvelynvan
Duffelen andDonna Worotynec Their work wasshowcased at the Canadian Association for
Community Living juried exhibit at the Ottawa School of Aeptember 2008. Some of these
artists are still making art at CVS today.

In 2009, ThaJnited Wayhosted armmpeningat Dundas Square in dovevn Toronto.
Har ol d wanted td provdis iwell that they werdegitimatedartists and that their work was
deserving of hanging on people's wallsine 38) He ¢ o n t liamingéeditimizés & wér

All of a suddenyou frame it and it givethe work adifferentstaturé ( Li ne 20) .

3 A rotating tray, generally circul ar ,assiamhimovingfoos

What 6s i n a name? T-hazy SusanLazy Susan Garden_Farmityre Bag s a n
https://www.lazysusanfurnituren.uk/blog/gardeffurniture/theorigins-of-lazy-susan/
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chance and used his own funds to frame the artwork (Line 44); all the work sold. He had kept
the receipts knowing that the work would sell and that he woutdibdursed (Line 45).

At the beginnig the organization would take 60 % of the profits to purchase materials
andframeand the artists got 40% i ntoldnegfimjverpocket s
quickly that they did not think that thatwas@ir s o t he percent thge ended
profits to the house and 50% to the artists (Line 48je artists were happy they got a cheque
every time they sold an artwork

Harold and members of Community Livifigrontosubmitted a grant application to the
Ministry of Community and Social 8aces and the United Way and received $100,000 (Line
58). After much searching for an accessible site in a community settiocgtion was found in
Islington Village(Lines 5962), a short walkfrom Islington subway statiom Torontowith
access to tavToronto Transit Commissidousessteps fronthe front door.Late in 2009CVS
studio opened@ommunity Living TorontpSupporting Rights and Choices of People with
Disabilities: Milestones a Snapsh&018). Harold communicates that today about 125 @&rtis
drop in and/or attend the studio on a weekly b@sisTomlinson, personal communication,

October 16, 2019)

The Studio Setting

Figure 4:Creative Village Studi¢2019) exterior view location in the
community, Reieved fromhttps://www.google.com/maps

The setting for th€reative Village Studio is morth-facingstorefront orDundas Street
intersectingBurnhamthorp Roadin Islington Village It is approximatelya 16 minutewalk
from the Islingtonsubwaystation at Islington Avenue and Bloor Streethewest end of
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Toronto(See Figure 4) The facility
includesmoveable tables and chairs

One counter with a sink for hot

beverage preparation as well as a small

bar refrigerator for ar
food and milk are locatedear the font

of the studio. Nearby a muitow card

display is mounted holding the cards

made by the artists of CVS. These are

sold on a reguldbasis for $5.00 a piece.

Some small paintings rest on a shelf on

top of this card display exhibiting

finished paintigs to the passersby. A

round table is set up as a workspace near

the front windowsone of which is a

gl ass mechanicéas gar ageée

be elevated during the warmarmmer

daysof the year.The open door

. ) ) encourages passdryg to investigate the
Figure 5: Yarmol, C. (2020 reative Village gesp ¥ g

Studio interior view facing nortfDigital studo space and its artist@Another
photograph].

counter with a sink and both upper and

lower cabinets is nestled in the back of the studio which d&lslupplies including, acrylic paint,
palettes, paint brushes and water contaiffeege Figure 5 Creative Village Stadnterior view
facing north). All other supplies are stored downstairs in clear plasticlabelledfor specific
classes and broughpstairs for use. Several clear display cabjmeats at the front of the studio
and one at the bagight side holdsculptures made of yarn or plaster. Brightly coloured
paintingscompleted by CVS artist$ot the walls at regular intervalsew artwoks are mounted
guarterly or for special event3.hey are hung from a wire strip mounted on the aatl made
available to the publifor purchase The gray tables and chairs can be collapsed as needed
because the space is multipurpaged for music andhoir a few times a week as evidenced by
the eletric keyboardplaced at one side of the studio. Painting mats are added to the tables
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before a class and aprons are provided for the art®f§ offersa small class settingne to
five andup toone totenteacheito-student ratie with individualized instruction available
through volunteers and students from local colsg®@al service training program

Data Collection
As per SpecteMer sel 6s (2011),laskedaramdeiofopeendeda me wo r k

interview questions to begin the investigat{®eAppendixT InterviewQuestions for Artist
Participants The initial end points (EP) (Specibtersel 2011, p. 174) of the narratives was to
be able tmperationaliz studio practices to support artistgh CIDs but often the ERltered
throughout theetelling process resulting in interviews which focussed onfn@wvr t i ci pant s 6
days were spent, families, issues experienced, financial concerns and/or how art was important to
them.

Although the interviers began withby guiding questiongyver timethey became more
like conversations with the artists about their working process and their resulting arferk.
art makinghistories of artists who had been at CVS for many years unfolded as they referred to
their passsuccessesArtists were excited to convey their artissaccessedyut everyonecould
not fully impart them due to memory loss or communication difficulaes;r e soundi ng, fa
Harold about thato often e noseadgféadilitatomHareld addi t i o
Tomlinson on an ad hoc basis. Harold was instrumental in filling the historical gaps to grasp

interviewedar t i st sé6 tri umphs.
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lllustration21: Yarmol, C. (2019)Meeting the Artists|Drawing

14nj] .

with pen, coloured pencil crayon & aquaralle ay on) , 8

Both pre and post
interviews the artists
continually shared details
about their artwork as |
observd theirartcreation
processes in the studio.
Excited Quyen points to
his artwor k, ALoo
background behind
people! o [He poin
thickly applied green paint
spotting the background
Witl‘l tr\H/o flxgures in the
foreground.] (Q. Ngo,

Fieldnote, OctobeB, 2019). The recorthg of frequenexchangswith artistparticipantan my

sketchbookbecamenstrumental in enriching cumulative data and its anal@el(lustration

21 Meeting the Artisfs Interviews hold a wealth of information about the artigh® create at

CVS, the results offer an insight into how people with CIDs think, create and feel about art

making. A description of the themes embedded in the narratives coupled with

fieldnotes/sketches/artwork collected over the course of anmighthperiod craft the

overarching themes of artists interviewed at C\&pecific Findings CVA&trtistssection

describes how more specific themes emerge outlining how the number of years and time spent
enroll ed in the studi o #fdenceleves atdgyofartwonkf | uenced

ViewAppendixA:Ti | ed |1 mages of Book

CoversandTheir En

AppendixCSampl e Book Pages withfQuogésm@sAr bistbé

wor k and arti st 0 singshe dataeotiection goceso mpi | ed dur

Theduration of the interviews with artists was 9 to 25 minutes depending upon the

answers to the questions. Out of sixteen artists workiny &t €ight identified as male and

eight as female. Four artists fromthegpmoa més I nception 11 years agoc

either daily or multiple times a week. Six participants have been coming to the studio for six to

nine years attending one or raegrograms a week. Five participants have been coming for three
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to five years and participate in one or more one or more programs weekly along with other
programs offered out in the community including, part time work, volunteering, sports, SWACA
(Suppored Work & Community Activities), cooking, dance, theatre or soc@ljgs. The
youngest participant has been coming for almost two yestrghe time of the studyhe
participatel in threeclasses weekly.
Communicating the othe-ground, tactile and sceral quality of the artwork produced in
the studio is a monumentaisk in a written dissertatipthus, | have included image$the
parti ci p aimdrspedsedarrtte et help the reader understatheir viewpointsand
the rational e behi nd theotyefcofinectednestrgugh artwofRlhat e n G| a
is, AéA reader might not wunderstand connectio
However, connections are made by that part of the mind thatasilde to ambiguity, to
i magery that i sl13)n®hereddécanmakeaconactign® by 6xamining the
imagery presented
To underline the studibased nature of this project, | have collaborated G\$ artist
colouristEvelyn van Duffetn (Figure®6) to create 23 small scale, gesture line vignette portraits
of each of thes t u gaytidigants. Critical theorist and arturator Amanda Cachi2014)states
that inclusive art shoujdinclude disabled [sic] participants in the roleagent, maker, leader,
or even ac(p.11t)eln thippeopedt Evelyn, an active makertioé portraits
contributedher skill as a colouristhere is a marked difference between coloured portraits and
uncoloured (Compare Figure 6 with uncolaufggure 66) Inclusivearts researcheiis the UK
Alice Fox andHannahMacphersor{2015) defir inclusivearts asa term that presupposes
exclusionbut, in our worldit must be thus named as todastists with CIDs areftenexcluded
from everyday forms oértspractice andnclusivearts fiengages with the productivity of
difference and the challeag of communicatian(p. 2). Inclusivearts,ii s col | abor ati v
processefthatis] intended to support a mutually beneficial tway creativeexchange that
enabl es all the artists involved to | earn (an
contribution that each participant can maker{p.It explores the valuable and skilful
contribution that learninglisabled artistgartistswith CIDs) can bring to the astandbe
celebrated.This aesthetic of exchang®#aces the nodlisabled artist ithe more radical role of
collaborator and pfmsesa shift away from the traditional notion@or t hy hel per o (p

pl aci ng f g saadlaboratien neprmarscation, exchange, relationships and the
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creative tal ent TDheemphadislinaclhisiveadstisomn tecentife pumanity) .

of the producers of work (not just their differences), and on the potential of collaboration and

creative exchange with people from diverse backgrounds as well as with the critical

contemporaryart world (p.11). Cait Mitchel, social activist and one of the former CVS

instructorsconcurs withthe notionsnclusiveartés purposeby assertinghat,i Col | ect i ve cr

challenges assumptions, builds bridges, strengthens relationships, and can hélpprianties

andassistvi t h finding new possibilities).and opport
Working collaboratively with Evelymafforded me the opportunity of how | could learn

from a CVS artist.l drew quick, black and white portraits aah participant at the studow

shortly after my visits there These drawrportraits were then given to Evelyn who breathed life

into them through her choice of dynamic, bright, energetic colours and solid application of her

(R PT

Figure 6: van Duffelen, E. and Yarmol, C. (2018yelyn on Different DaysFelt tip
marker and pencil crayon on cartridge papér, & 11nj.




preferred medium of pencilayon.| appr eci at e tdandappjicatdmfhed e vot i on
favoured medium | asked her téeach me how she applied the pencil crayon and attempted her
technique finding that | could only last a short while presasfgmly yet as gently aBvelyn
doeson t he p apVehenl sas isouat theatadebjarold said thaEvelyn would ask if |
had leftanymore drawings for her tcomplete Extra copies were even made for Evelyn to
work on atthe studio or ahome at her leisurel. respectedherdedication tahe project
completion
This chaptepf the dissertation is punctuated with Hréwvorkresulting from the
collaborative project betwedwo artistsvan Duffelen and Yarmalongside the narrative
accounts of t heThelargedvgrdions optlerpdrtraitsicdagawith pignant
statements from each i ndi viGQGbfitealblk saseriedoklbuoss 1 nt e
or specialtype of handmade bodlkcreated See Appendices&). These portraitsvi t h  ar t i st s
staements and a coll ection of pWhibatsobg publighed | t oo
on the Creative Mwwicreagwevill&estudia.ga 6s Tiwebart est so
paired with brief statements written in cocgt@yn with the aists themselvesVideo stillsand
i mages of t h alsopoputate the texdto help makeditrmiore relatable to the reader
facilitating the raatesbds dufmdimkpseseateddi hgeof th
In discussinghe redaction ofext from interviews with people witBIDs, inclusive arts
researcherEox and Hannah Macpherson (2015) state, i
between conventions of textual representation and retaining the unique voice and speeh pa
of learningdisabled CID) artists[siclo as someti mes people with dis
chall enge what is conventional | ylnaditingefthet ood t
transcripts presented, the textual representation that embodies itinetidéstoices and speech
patterns of each artist interviewed have been selected. Extracts were edited for the clarity of
message and sense of what the artist waesging.By weavi ng snippets of t
conversations throughout the text, themign istohonar t he parti ci pantsd kr
narrative insights.
References to support personnel figured prominently in the discourse of the artist
participans necessitating the interviews of three volunteers, three instrttéttine facilitator &

117 Note that Shannon Groom is both an instructor at CVS and a parent of a child with a CID.
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the program andteeparents for their perspectives of the CVS prograifisese interviews
helpedmeto gain a more complete outlook of how CVS functiombeseinterviews occurred

over several months and their duration ranged from 15 to 55 minutes.

General findings for all CVS artists.
After an analysis using Gabriela Speetbe r s e |

narrative inquiry methods, the following overarching findini
or as a/ritography denotésew learningdemerge for all
participants: all participants consider therassto beartists;
all demonstrate extreme pride in showing their artwork; an

all have limited knowledge of financial issues.

Considerthemselves to be artists

All the participants in thistudy see themselves as
artists. Sometimes this is simply basa they create artwork
on a daily or weekly basis at Creative Village Studio. At Figure7: van Duffelen, E.
other times it is because their work has been exhibited an{ and Yarmol, C. (2019Emily
in Blue.[Felt tip marker ad

pencil crayon on cartridge
practice at home and read#ipare accountshat hey create. | paper, 8 nx 11nj.

sold to the public. Several of the artists camgitheir art

Emily ParsonsofFigure?) discusses other class¥s
she attends week[§. Parsonson, personal communicatidayember 17, 2019)She begins by
talking about her cookingclasstou ends up taking about IKmér vi ew
of |Ii ke appreciate her [the instructordos] coo
and now | am. [She puts her right hand to her heart.] | am getting more and more creativ
everyday (Line 46)!
Early in her interview Emily proudly holdgp a card she created in her card making class
(Figurel Image in Table and FiguB.

Emily: € And r ecbzarre(Liye6). di d a church
Christina: Okay (Line 7).

118 Currently Emily has an extremely active lif€ardmaking on Mondays at CVS, cooking class on Tuesdays on
Advance Road, working &Winners on Wednesdays, volunteer work at the ice cream social Westburn Manor on
Thursdays, Baby Club at LAMP (in a parent and toddler class) on Fridays and Sundays swimming with the
Etobicoke Sharkwith the Special Olympics. Slaso creates artwork hbme.
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Emily: EIl even out of sixteen cardseéChselilgt mas ¢
that. [Emily smiles widely .... Thisis the other canvas [Emilyraws my attention to a

canvas with two jellyfish painted on it.] (Line 8).

Christina: | am going to poihthe camera to your afttine 9).

Emily: 1did that with my companyral my exposure Wibe amazing to get not only this
goingbutacoupl e ot her stufféThat (Linedl®. goi ng to
Christina: What is the name of yowompany Emily (Line 11)?
Emily: Emily Productions.

Christina: Emily's Productias (Line 13).

Emily: Emi | 'y Par s on ss@SheispeakB maredsiowelyt |
emphasizing each word.] (Line 14).

Christina: Good (Line 15)!

Emily: Sorry, | got the name goofy there (Line 16)

The tag | ine on Emi értisidbgameroharse rds and
i s AEmi |y Parsonson Producti ong9*® , st and
Emi |l yés mot her wh omelthatEmity s natant e r \ —————=—t ol d
, , o . Figure8:
engineer but has a wonderful imagination and so Laura fabricated the v Inlgeurview
imagineerto blendthe ideas ofmagnation andengineer(Field note, June | with Emily
Parsonson
28, 2019). [Video Still
Her motherés under st aomhermy o f of Emily alue Em
. . , : . Parsonson
practice helpe@&mily to feel confident in her work enabling Emtly with acrylic
confidentlysell her artwork in a solo showauracreated a memorabdi on paper
: : . . . cardstock
book for Emily entitledEmily Spring CollectionMay 7, 2016 to capture from card
the opening night event in photographs for EmBeethe cover of the making,
_— CVS class
book inFigure9. 5N 71

As Emily shared in her interview, her mother helps herganize
the sale of the carad craft shows and bazaars. The profits earned are donated to charities.
According to Laur a, Emi | wheeadoesamndd elkfnoas ha wp
word very well, but s he sdnrpersesal cenimenicatisn, one! 0 (L
Novemberl7,2019 Line 32). Laura shares that Emily decided she wanted to dbegpedfits
generated from her art shawThe Hospital for Sick Children where Emily spent a lot of time in
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herchildhood and/outh (Line 28). Lauraan
advocate of the gtlio program at CVSad

ot her ideas, Al wanted
Community Living which was my charity of
choice and she would not be talked out of

giving the money to where sheantsit to gq

so in an effort to value her opinion and respect

her | hadto acquiesce anddidn't like it

Figure9: ParsonsorE.E mi |Sgridgs

[Laura starts to laugh and makes a gesture of

CollectionMay 7, 2016book cover crossing her hands across her chestgtally

memor abilia
show [ I nk on

book ¢ ampibdi®dihaf itWhs n&cBbaly YL

Paper,

3 2 ) Emily considersherself as an artist and

Figure 10: van Duffelen,
E. and Yarmol, C. (2019)
Juan MeneseskFelt tip
marker and pencil crayon
oncartridge
11njl .

acknowledges that CVS started hdrséic journey.

Juan Menezed-igure10) considers himself an artist and
continues his creative process outside CVS studio (J. Menezes,
personal communication, September 23, 2019). He says that he
often uses his sketchbook as a place to draw out amssf
new ideas.Throughout history artists have employed
sketchbooks so using one becomes the mark of an artist.
Sketchbooks, consideredl,t he ti mel ess friend
(Camhy, 2016), have beerucial to the careers of innumerable
artists throughhistory as they are the first point of departure for
visual idea generationJuan also photographs scenes using his
cell phone camera todhin decisions about colour palette and

placement of shapes for composition of his subject matter.
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Using photogaphy, he documents his sketches so that he
can work on his paintings when he arrives at the stuleibo
example, during his interview, Juan showed me a series of
sketchesbout sea travel through history firsadm in his
sketchbook and recorded on h&ll@hone (Figurd1l). He says
he uses his sketchbook as a way of thinking about higant

on showing me his creative procedsan brought his

sketchbook the week following the interview to show me the sea

Figure11l: Meneses J. voyage series he was planning to compléth acrylic paint.
Menzes Video Still.
(Septembe3, 2019. [Video
Still of a sketchJuancreated All artists interviewed demonstrate a willingness to
at home for a painting
captured on his cell phone]

Communicatea sense of pride in their work

readily share their art process or their subject matter

demonstrating a sense of extreme pride in what they ha

created.This desirdo communicate their excitement about their work was also experienced
outside of the confines of the interview in daily interaction in the studio
Sabrina(Figure12) oneof the newer artists at

CVS, considers herself an artigiot only was Sabrina

gladto share the work she had created from both her
drawing and hemixed mediaclasses on the day of the,
interview, but severaleeks after the initial interview ﬁ ;
was completed, (S. Simonyi, personal communicatio. “‘!»_ -
Octoberl2, 2010)shebrought a collectionfamages W\_
that she had at hom&he showed me some
photographs of paintings that she had already sold
(Figure13). When asked to explathe painting she
was working on that dayalter Matthau as a Saint

Bernard Sabrina explains:

Wel | , wel | éawis & $amtr Ma {
Bernardbecause wén | went to work, it, that-d _
-that Saint Bernard is just like him [Sabrina | Y&rmol, C. (2019)5abrina [Felt

moves her lefhand expressively as she speak| P marker and pencil crayon on
She points backward with her thumbon herlg ¢ @r t ridge paper
hand.] | start... | started to work on my book

Figure 12: van Duffelen, E. and
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about him [Besides her slight hagestures toward her worlSabrina is still rocking as

she tells the story of the subject matter of her paint{hgnp 36) | made this because |

|l oveé [ Sabrina st opthewbrtlssha ghoosegintochd rmeéf J ISlhye a b
speaks slowly.] I'm interested in him (Line 4gB5he corrects herself.JAnd his acting,

his ummm, like work and his umman comedy (Line 48).

Sabrina is always willing to show her work to interested parties.isSkadilyable to

communicag her process and sportbraad smile after she has finished her explanation.

Figure 13:Simonyi,S. (2018)Sabrina with
artwork from an art show and closg of
painting sold Frida Kahlo with Pet [Digital
photograph].

Inthei nt er vi ew wi t h SA Isimony, pedsenal mommbneatio®stoberd?, (
2019, Annamentions that Sabrina has always enjoyed art butrthagh schogl  fieé art was
just something that people couéd her do when she was finished doing everythingeetse
(Line 29) Sabrina writes andreats drawingsand has drawn so mabyoks at home thafif
you stacked the pile up off the floor it would come bput two feet [Anna held up her
measuring about two and h aerftimefaeQG/s hat deftively t he f |
convinced Sabrina that she is an artist and she continues to build her repertoire of techniques she
assiduously creates as attanof course.

Johnfredy (Figure4) (J. SalazarSeptembef9, 2019) is extremelproud of his
photography that often sells to the public. The following excerpt from the interview with
Johnfredy off er s a nsatsfaciomwith & photbgraphic aravork: i st 6 s s e

Christina: So, where did you take this picture of the wWhlhe 42)?
Johrfredy: In Etobicoke (Line 43).
Christina In Etobicoke (Line 44)

13¢



Johriredy: Right here [Hgumps up andjestures to theght
towards the door.] (Line 45)

Christina It was takenight over here just down the street
Wow, it has a wonderful sense of perspective. Nice, okay
(Line 46).

Johrfredy: From here to over here[Johnfredy proudly
gestures to the photograph (Rigd5).] (Line 47)

Christina: Tell me that again please (Line 48)

Johriredy: From here to here its 3(Poinsin succession to
both ends of the picture plané.jne 49).

Christina: Its 3D.Yeahit looks 3D; it looks like you could
walk right in thee (Line 50)

Johnfredy: Yeah (He answers smiling.) (Line 51)

Christina So how do you get the ideas for these artworks (Line
53)?

Figure 14: van Duffelen, | johnfredy: My idea (Line53) [Johnfredy says enthusiastically

E. and Yarmol, C. (2019),| 5iniing the fingers on his right hand at his chest and #éis
Johnfredy [Felt tip marker

: head.]!
and pencil crayon on .
cartridgep aper , 8 | n x
11nj] . Johnfredy has been attending getographyclass for

many years at CVS and has sold several
enlarged photographic works. Whenever |
come into the studio, he motions for me to
come to where he is working so that he can

show me his latésirtwork.

Limited knowledge ofinancial issues

All the participants had little knowledge

Figure 15:nterview with Johfredy of financial issuesegardng how they paid for
Salazar, Interview September 19, 2019,
3:06,The Wall in Islington VillaggVideo
Still containing dgital print 18njx 24nj] . economics of selling artworkThey either

the programthe cost of art materiats the

silenced or flattened thenswer to the quéaen
withhigo ask Harol démy worker helps meémy mot her
responseskFor exampleSteve (Figure @) asserts

Umm I'm not into the money part you'll have to speak to Haro(dine 81). | don't
know the money p& I'm only here for the artThe money part is done through Harold
so | candét t al(S&Nichdsonupersohal comnfiunicatasemembel,
2019 Line 83).
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This declaration indicatdss discomfort with financial

issues. Thresponsés like otherartistpar t i ci pant s o
responses when presented with financial queries. Like
many of hiscolleagues at CVS, Steve works with an
individual who supports him in determining the funding
of the activities in his weekly programming. He knows " .
thatwhen his work is soldje receives a cheque that he
deposits in the bank (S. Nicholson, Field notgtSmber
24,2018).

The participants who were interviewed have a  §
variety of waysof paying for their studio time at CVS. tA ‘: 2
the time of the study, @tal of five participants who were |

Figure 16: van Duffelen, E. and
Yarmol, C. (2019)Se\e. [Felt tip
had a vague notion aboittbut requiredsupport from a marker and pencil crayon on
cartridge paper

interviewed hd access t&assport Prograniunding and

parent or a case worker to actuatel to upkeephe

funding. Tasks such as fund dispersal to programs upon
enmolment, careful recording of funds dispersed, receipt
retainment, and receipt of cheques from the MCSS are all
skills in order to maintain th€assport Progranfunding.

All actionsmust be completed in a timely fashion or the
designated funding will beetractedor that client A few
study participants know definitively that they ardime to
receivePassportfundingbutare simply waiting tirelessly in
financial purgatorysome may have given up waiting for it

while athers do not even know whassprt Program

funding is or how it works.

Figure 17: van Duffelen, E. and
Yarmol, C. (2019)Astra [Felt

personal communicatiogeptembel 9, 2019, Lines 9195) tip marker and pencil crayon or
cartridge pape

The following interviews with Astra (A. Milberg,

(Figurel7) and Besy (B. Pattinson, personal

communicationSeptembel 9, 2019, Lines 568) demonstraténeir understanding of the

Passport Program



Christina: How do you pay for this program (Line 91)?

Astra: By cheque (Line 92).

Christina: So,are the funds through tiassport ProgranfLine 93)?

Astra: | don'tthink sa It would be nice to haveRasport [She giggles.] (Line 94).
Christina: There is some special money throlRgssport Initiativea kind of government
funding. Some people have it and some people don't (Line 95).

Astra:l dondt know (Line 96).

Betsy has an awarenessR#ssport Progamfunding because her roommate is a

recipient,but she is still waiting to receive it:

Betsy: My worker helps me pay for it (Line 54)
Christina So,they figure itout you don't have to bring acheques or anythingRine

55)

Betsy: Yeah.Well | did this year [She sighs.Fooner or later I'll have Rasspot

t hey 0 e | dabeitrit(lnne 56).

Christina: A passport for travellingLine 57)?

Betsy: No! A Passportfor paying[Betsy emphasizes the word paying and then furrows

hereyebrowsannoyed that | suggested thahentioned a @ssport meant for travel in

lieu of the funding initiative.] (Line 58)!

When | asked Joliredy about how he pays for the studio prograensimply shrugs his
shoulders making @odgesture with his head and throws his hands in thi@d a8alazar,
persmal communicationSeptembefl9, 2019,Line 77)

Jackgets support fromik family. Hes t at e s , Al  tmothengayét[Paase my st
for 3 secondstarring at the table thinkinlg | think Susan paysJ( Homer, personal
communicationSeptember 19, 201Qine 95.

Even though the intricacies of studio and class padiitip costs are not fully understood
by the artists, there is a general understanding that materials to make art cost monegf Most
t hi s artists cbppebenthat a portion of the proceeds received from the sale of their art

goes back to the stumito pay for studio suppli€S. Theyalsoknow that they will be

119 Art organizations like The Toronto Ar€ouncil (TAC) and the Ontario Art Council (OAC) hanemerous
grantsto help support artists with understandimgdgeting and money matters. For exampkC hasapplications
to applyfor additionalTAC funds to help cover accessibility costs fwojects involvingDeaf artists and artists with
disabilities A1 t icanplst the Acsessibility Expenses section of the application and inclutimgequisite
information in their budgetTAC Accessibilty grants are available in applications to TAC Arts Discipline and
Strategic project programs, including programs for individual adt{iequently Asked Questiah§ oronto Arts
Council 2020).Retrieved from https://torontoartscouncil.org/granbgramsips-andresources/frequentigisked
questions#BUDGET%20AND%20MONEY%20MATTERS
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compensated if their work is sold. Steve Nicholg¢®arsonal communicatioigeptembel,
2019,Line 10)shares:

| did photography(class)a long time ago
and the photographthe photograhy that |
took was a picture of a guy walking into the

fog and everyone liked the picture so they

turned around and boughfitSt eve ds Vvoi cC
rises at the end of the phrasellhe image
sold | got some moneyThat was several
yearsago (ln e 1 2 ) évAsrodemaart
where not too far from where | live... And it
was over ...l think youy
at Colborne Lodge Drive (Line 1{$teve
likes to be exact about the location and
points in the direction of Colborne Lodye

Stevea d d Isalso ddsts money to buy the
things to get that... [He points to his canvas on the

table.] and Harold usually gets these canvases aif—
Figure 18: van Duffelen, E. and Yarmol

supplies at different locations where hegae ( | ¢ (2019) Conrod [Felt tip marker and
89). pencil crayon on gartr.i
11nj] .

Conrod (Figure B) affirms:

Harold cuts me a cheque. And we ge¥dbof the cut for some reason. To send him away

on vacation and to get his face fixed. [He says with a broad smile on his face, joking.]

Joking! I don't know why they go to 50%.don't know why they go 50% back ttoe

place. Wait, | think | know whyl know, so they can buy more supplies (Interview with

Conrod, 2019Dctober 32019,Line, 166).
This prolific producer of artwork was able to

purchase a bicycle (Figur®Ywith profits from his

art saleghat enables him to be travel independentl
He also purchases technological gadgets he bt'mgs:p
the studio like a microphone, speakers and a ' |
telethone that he shares with others at the studio. | =

is extremely proud of the fact that the public buys h;_';F-} g

paintings. Conrod also relies on other means of Figure 19: Yarmol, CConrod on

Dundas StreeShowing Me His New

Wheels(October 3, 201P [Digital
did a plain wall at my sister's house [Hémes Photograph].

money collectionfi I * m, | @ hduge paintingl




holding a paintbrushand mowvn g hi s wr i s tup dddowni] fLigd R0 )Ardé us h o6
my neighbor's houseRight (192)... | also go around and cotlbeer bottles and bottles and
scrap metal in my spe tine éAnd go into the sides you know the beer store (Line 196)?
Quyen is not sure how he pays for the progtaomvever hehas an awareness of
financial compensation he collects for his artwork. Hedwdmanypaintingssince he arrived
at CVS 10 yars ago.He works steadily on his paintings hoping that he can sell.théens
keenly aware of the concept of money for his artwilrkeed more money (QNgo, personal
communicationQctober 23, 2019ine2 08) &ave no moneyo (Line 212
When askd how the art classes could be improv&stra Milberg Personal
communicationSeptember 19, 2018ays she has nothing to offer about how the painting
classes are taught but really watatsell her work

Astra: | don't knowé .  H ig @about the sellingl want him(She points at Harold, the
CVS facilitator)to sell my work (Line 100)

Christina Okay (Line 101).

Astra: If | am able to paint like Leonardo da Vinanaybe my paintings would be sold.
But | can't do that [Astra stags her shoulders and laughs.] (Line 102)

Christina Well you may get there with your ovatyle You never know (Line 103).
Astra: Hmm [She raises her eyebrqvegghs,and looks at the floor] (Line 104).
Christina You hawe to be patientSo, youwould like to sell your worKLine 105)?
Astra: Oh yes (Line 108)

Christina So,you would like to sell paintings, that's h@WS could be improvedLine
107)?

Astra: | don't know if they'd... probably they could be soldghepeersclosely at her
dove andblive leaf painting.] | don't know if | could sell the paintingsiaybe | could

put my name on top and maybe if | had a sh
108).

Christina That is an ideaMountyour artwork in asshowcaséo put it on displayLine

109).

Astra: So maybe they would take my picture with the paintirgs, they could just take

my picture with the paintings then 16d hav

Christina Maybe with the cards--if you join cardmakinglass(Line 111).

Astra: [Astra rods her head slowly in agreemantd stops to think(Line 112)

Astra: It's just nice to..get money back... from all the work [She makesvaepinghand
gesturdirst towards her artwork on thebie and then to points both hartdsvards
herself.] (Line 13B).
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Astra is quite in tune with her social milieu; she sees
many of the artists around her selling their work and

wants to do the same. Later in the interview she

communictes thatherplacsicover ed 1 n
paintingso (Line 62). She w
h \ZIHL:E B ": A all the time she spends at the studitis said,
& ; Astraodos favourite piems k i s he
Figure 20: Milberg, A. (2018Be (Figure 20) whictrelate to her personal life; she

Kind & Truthful in Your Life[Two

scrapbook ages, glue, magazine, ink|
crayon, and felt tip marker on for me to see.
cartridge papeld7 nj x 2 2 nj]

brought these exubent scrapbooks intihe studio

Paticipants are unsure of the economics

behind their art classes or studio time but have a keen awareness that they get paid when their
artwork issold a desirable end for tHeuits of theirlabour. These funds give them ingendent
purchasing power to buy what they want or require.

Findings for specific CVS artists
The specific themes that emerge through th

areas follows: frequency and duratiohparticipationaffects confdence and individualized art
production time at studio equals increased level of confidedeeelopment oétyle and
preferredsubjectmater become more clearly defined

Frequencyand duration of participation

Participantsvere asked several straigiotward questions about the general nature of the
programs they attended in their lives; their program selection and frequency of attendance at
CVS specifically; how they pay for these prograamg the estimatedistance they travel from
their homes tohte studio location. Their neighbourhoods were ascertained by transportation
taken to arrive at the studio and amount of travel time required to arrive. Their answers were
verified by the registraart facilitator.

Thereare three camps of artists at &\those artists who come in on a daily basis for an
extended number of hours; those artists who come in for multiple classes at many points during
the week angthose who come in for a single class as part of their habitual assortment of weekly
programmig. | concl uded that the frequency and dur a

programs directly affects artisisonfidence an@rt makingwith reference téhe choice of
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subject matter and application of personal styleave provided examples from theiterviews
observations from transcribed field noteglsamplesf their work in the studio to support this
claim. The findings below are shown in number of years participants have been coming to CVS:
6 to 10 Years, 3to 5 years and 1 to 2 yearsv¥esage possible trends. Note that there are

outliers due to life circumstancesersonal goalsskill level, personality and level of family
involvement.

CVSartists for 6 to 10years.
For 10 participants who have been at CVS for 6 to 10 years, fowr twothe studiaaily

Donna, Neil, Corwd, andEvelyn;five participant®d Steve, Lisa, Patricia, QuyeandJack
come 3 times a weedndEmily comes once a weel hefour artists who comen daily seen to
view the studicastheir workplace. They come mave theihot beveragand tend to get right to
their artwork. Due to their frequent attendance, their artistic output is generally tiieatéreir
artist-colleagues. Thegtemonstrate confidence and assuredness in their artistic ,ability
begiming wak without hesitation They select their subject matter witbnviction When
discussing their next projects wite facilitator, they have @efinitive rationale as to why #y
want to depict @ertainsubject matter in aertainway. Their styles hamatured through the
sheer number of artworks they have created and the number of years creating at CVS. Their
studio costs are paid for Bt-RiskYouth Fundig, trust endowmet fundingor full program
fundingprevious to 200 also known a&grandparernied6funding that isa selection o&ctivities
are offered to recipients within Community Livifigrontoand they may choose which offerings
they want to enrol in with program costs cover&tiey all live in the community or in até 10-
kilometreradius of CVS. They consider themselves artists who create artiadyk Conrod
statesfilt (CVS) gives me a place to go, it keeps me out of trouble and keeps me off the streets
(Line218) Anot her ti me at the studio GalfCod sai d,
Skyers Fieldnote, Septemb&3, 2019].

For the five artists who comwo tothreetimes a weekSteve, Lisa, Patricia, Quyen and
Jack) CVS is a central part of their weeldytivities,but they partake in other programming

such as volunteeniy Windfall*?°, social cluks, cooking programming, and sports. Only one

20windfallis a nonprofit agency inTorontowho provides supports fareople who are marginalized, in transition
or new Canadians. It also provides a place for volunteersne emd work weekly. For further details see the
section orWindfallin this dissertationSince several of the participants mentiokéahdfall, | visited the location to
see how it workedwindfallés name has been changedi@nds for Canada (BFChutit has the same function.
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participantcurrently attends the former workshop, SWAQupported Work & Community

Activities). He does not enjoy it due to the noise and the perpetual business and he constantly
appoaches me whenlcomettone st udi o to teldl me, fAToo | oud
here bettey (Q. Ngo, Fieldnote, October 18019 [Quyencovers his ears, makes a grimace and

shakes his head back and forth.]; the artist prefers the peace®f#hstudio atmosphere and

says he would |Iike to come to CVS more often.
lose a spot in the other programs he attends as they want him to have a varied pAdigtiaese
participants have a form of graparentedODSP funding. In tl past their families have been

closely involved in their weekly programming and believed that their programing should be

more varied and not just focused on CVS. All live withitbekilometreradius and arrive to the

studio bypublic transit. These participants work in a range of disciplines including,

photography, painting, drawing, and textiles. They are very serious abowrtieaking

getting right down to work as soon as they aratéhe studio.

ForJack (Figurel), CVSis an integral part of his

weekly programming. When asked if the programstadhits
life? Why or why not?And what do you think you would do

if you didndédt go to art pro eyl Jack sai d:
Yeah, they do (Line 113). Yeah, they add [Pause 5
secondg. They give me something to do. Well since
| am not working or anything. | have get a job
[Pause 3secondsBut it i s hard
(Line 115) 0 Z3R01®Jadkhasa e,
college diploma in Hotel ManagementJ o the
gueston regarding what he would diohie did not _
come to the art prograr(Line 132) Jack sas , i | Figure 21:van Duffelen, E.
donét know what | woul d|andYamol C.(2019), head

to right.] [Pause 5 seconds.] (Line 133). Jack.[Felt tip marker and
pencil crayon on cartridge

Jack enjoys painting landscapes and has a distinct style a| paper, 8 nx 11y,

keen ctour sensibility that is eyeatching and sells his work on a regular basis.

Emily atends CVS one to two times per week all yaaconsides CVS as a small but
important part oherweekly activitesfilled with art, music, cooking, volunteering, angrking.
Shehas Passport Prograniundingandpersonal funding througherfamily. Cost for the art
program is a factor in participation because

the community and programs cost money. She appesdi&¥'S has a distinctive style but is
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always willing to learn new techniques and tif@he paints and draws at home and frequently
with a support worker or her mother; she sells her work privately. She demonstrates a
confidence in her abilityBoth partcipants live within a 1&ilometre radius. Jack takes public
transit and Emily iglrivento the class.

CVSatrtists for 3 to 5 years
The five artists who have attended the CVS programs from 3 to 5A&aas Juan,

Betsy, Matthew, Johnfredyave a rage of easondor why CVS is part of their livesTwo
participantsJohnfredyandAstra have attended CV&ne to two times a week batkee CVS as a
very important part of their livesThe skill building andart makingis their central focus and
socialzing is an added benefit of the studio environmd&otinfredyenjoys out trips to locations
around the city when he enrols in leotographyclass. He has a skill for capturing dynamic
compositions and enjoys workingttva variety of filters. He corstently sells many of his

photographiavorks (Figure2?2).

r

Figure 22: Salazar, J. (2018yration [Digital Photograph, ink
on photographic, 24n x 32nj]

Astra has her selected subject matter of wedding dresses and anything that has to do with
romance and love. She is eager to sell her artwork but believes she must find a way to market
her work orimprove it for sale.

Both Astra and Johnfredyould liketo continue tdbuild their art skills ad sell their art
for profit. Their family membertake an active part in their weekly programming. Both partake
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in other activities throughout the commiynand both hav@assport Prograniunding. Both
participans live within a 16kilometre radius and arrive on their own by public transport.

Two participantsMatthewandBetsy, enjoy theart makingclassesandattend several
classes a week. They botlyuere stepby-step instruction with theirt makingand
acknowledge that they requii@cusedsupport. Their motivation for attending is focdsm the
opportunity to socialize Both select their own programs with the support of a case worker. One
hasgrandparentedand personal funding and the other has personal funding.

One participantJuanwhose siblings are involved in the decision malabgut his
activities,attends the studio once a week and is very serious abairt makingand is tryingto
find a wayto spend more time at the studide isemployed part time.Juantravek for several
hours from Scarborougsimply for the love ofirtmaking There is no studio prograakin to
CVS offered in the east or central part of the city closérh i s @vn ¢ommsunity.Ble is
developing his unique subject matter of landscapes antifstiicenes from both realistic scenes
and his own imagination. He has sold several of his aksuwo the public. His funding is
through thePassport Progam.

CVSatrtists for 1 to 2 years
One participant, Sabring new to the CVS prograandattends three classes weekhe

is very serious about learning about art and quickly becomes ar expstorical facts about
artists she likessuch asridaKahlo. Since she is transitioning from a high school program, her
family is trying to help her to figure out next steps in life planning; they are closely involved in
weekly scheduling of her pgram. All the art she makes has weléveloped compositienand
bright colours. Playing with a variety of media she is slowly developing her individual style.
She has preferred subject matter of animals and figures but is willing to try new condepts an
new techniques to build her skills. The family lives wita 18kilometre radius andrive her to

the program. The artist receives assport Progranfunding to pay for the studio costs.

Time at studio = increased level abnfidence

The artists who have worked at CVS for many yeaais come in either dg or multiple
instances during the weekarted off taking the carefully guided steypstep classes and then
gradually over the years gained the confidandéeir styledevelopnentandselection okubject
matter. They demonstrate a focus and atieriti the creation process of their work. They have

a thoughtful approach to their practice knowing what they want to create and how to create it.
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Neil (Figure23) who has been at CVS for the last 10

years excitedly explains his work to me at lengtlvelO

the last 8 months he shares the subject matter ofdris

with me on a constant basis pointing to each detail in the

painting explaininghe function of the buildingnd its

location in he real world.Neil creates a series of

sketches before he bagia new painting (Figuredp

Nei |l 6s wor k -dimensionatachitectusal of t w

maps appearing as living maps of cityscapes (N. Clifford,
_ Fieldnote SeptembeR3, 2019). He also has a

Figure 23: van Duffelen, E. and

Yarmol, C. (2019)Neil. [Felt fascination with airplanes and will add them into as

tip marker and pencil crayon o) many of lis compositions as possible. féw years ago,
cartridge pape

his motherknowing his love of planesired a small

| private plane to fly them around northern
Torontotoinvige at e hi s passi on.

of humaur is evident in his compositions as he

inserts jokes whin the work for example: Santa
Clausdé sled in desert pull
“% Clifford, Fieldnote,Decembeg, 2019).

Neil explains his process for developing

the subject matter for his

Figure 24.Clifford, N., (February 13, chair, lom | ik Heilponmy , city

2020),Sketch of a proposed ysicape out the front door gesturing his arm back and

\1volrk,nj[] Pencil on cartry f-brﬁ% ﬂo?izorﬂaﬂyp[oeir{dicate%atihtﬂra\?élled on

the city buses everywhere
Clifford, persoml communication, September 23, 2019, Line 60). Before | have this baby here

[Neil tapsther ght wheel of his wheelchair.]o. Nei |
Chinese Food, Pizza, Pizza, Fish and Chips AAA, CR@ Frills, Hakim (Line 81) jure25

and Figure26.
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Figure 25: Video still ofnterview with Neil John Figure 26: Video still ofnterview with Neil

Douglas Clifford(4:52), September 23, 201@jty John Dougla<Clifford (5:03), September 23,
Scene in procesfAcrylicon Canvas 1 2 nj x| | 2019,Toronto. [AcryliconCanvas 12 nj X
1 4]nj

Neil: [Points to Hakim store on his painting.] Hak{ixine 82).

Christina: Yeah, they sell eyeglasses. And you have United AsliiLine 83).

Neil: Yeah and Air CanadaH points to a star outlined on the airplane in the
background of hiscanvgsSt ar | i nesé[ Laughs.] (Line 84).
Christina: Okay. So, are those places you see (Lin@ 85)

Neil: My brain [He points to his right temple with his right forefingétihe 86).
Christina: Yes your brain.So,you've probably seaihem,and your brain rememberis
stores them (Line 87).

Neil: Yeah,yeah(Line 88).

Christina: | noticed that you @ always painting transportation(Line 89).

Neil: Yeah...Yeah(Line 90).

Neil: Yeah. And, andand farm [He points to the rightds of the studio where another
one of hisartworks a pairing restsagainst the wal] (Line 94).

Neil: Farm (Line 95).

Neil: Draw farm (Line 96).

Christina: Okay so these amaemoriesright ((Line 97)?

Neil: Then EX (Canadian National Exhibition)-lorida, then K, [Pause 10 seconds.]
Then | forget [Runs his fingers through his haRRpcks, rockgLine 98).

Christina: Rocks? By the beach (Line 99.)

Neil: No in the X [He gestures with his left hand to ahet direction.He is trying to
communicate his idea(line 100).

Christina: Oh, at the CNE (Line 101)

Neil: Yeah [He smiles a wide smil€lline 102)

Christina: Okay. Okay so you paint about those things, the places you havélbeen
103).

Neil: [Shakes his head in agreement.] Then | go park up far away past my place...all the
way to the end [Reaches his arm out gesturing Wglarm to indicate a far away place.]
(Line 104).

Neil: 1 do golf courses tgdNeil leans forward emphasizing each wogb]f courses
(Line 126).

Christina: You draw golf coursesOh nice! Nice and green right (Line 127)

Neil: € And sand trap[He presses both hands in a downward motion to indicate sand
traps.] (Linel28).
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Christina: Sg, there is one on Islingtaandthere is onaearCentenniaHill (Line 129)
near here
Neil: Or Highlands He points over his left should with his index fingsturingto
another golf course location he knows.] (L.
Every time | coméo CVS Neil is working on a new project. Hmlls me over tghare and to
carefullydescrile everydetail of the compositiowith me.
Artists who take part onceveeek and follow lesson parameters of a digstep studio

class appear to feel satisfied with their artistic output. At the egg

of the composition, #awork is left to dry and taken horttee
following week. Artists who have not finished their artwork ma
have some time to completee work the following class but
often a new project is begun. Despite the provision of sample
demonstrating how fnished product could appear at the stairt
the class, the resulting artworks becajuée unique. | witnesseqg \
a painting course where Mhaew Sheeny (Figure72 painted
Dandelionand was quite content with his work. He was able t¢
take thepainting home at the end of the clafisdrying timeis '

necessarythe artwork is left at the studio and then stored in thd

basement office area. This structyrietusel classenables new | Figure 27, MatthevBheeny,

Dandelion (September 1,
2019Acrylic Painting Class
and compositional aspects of art creatietping thento gain creation), [Acrylic paint on

canvasl7nl]d.n

participants with CIDs to become comfortable with the technic

X

experience with the medand composition For many of these

artists theart makingis reserved for the studio space alone and no

additional works are bgreatedhemselves atome
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Developmenbf style and subject matter

Artists who attend C$8 daily for more than
twice a week foseveralyears tend to select their
own subject matter and develop their owmque

style and colour palettgith regularity By learning

from the courses, practicing and experimenting w§

artistic techniques and pding along side structurec

to their own artwork in their owways. By

developinga deepsense of confidenda their Figure 28:Joshua Creelrintmaking
s _ _ _ Studiod from left to right the artwork
abilitiesas artistshey work tocultivate their of Conrod, Evelyn, Quyen, Neil,

personablistinctivestyle At CVS artwork isoften | Evelyn, and Quyen hangs, Decembet
. " 2019. [Digitalphotograph].
informally, openly but gently critiqued by the

instructors and t hgees,ar er cr
artists often revise or tweak the work through the
addition of shapes, outlines, texture, colour, or
painting ofthesides otthe canwas.

Artists like Conrod, Donna, Evelyn, Lisa,
Neil, Patricia, and Quyen, and have all been at C
for more than &ears. They all spend a great dealjis
of time in the studio and their styles and subject
matter have maturedConrod focuses on animals | Figure 29:Joshua Creek Studid from

d Amai i le wh left to right the artwork of Donna,
and Amaican sceneBonnaillustratespeople who Quyen, Donna, and Conro
visit the studio and who are in her neighborhood;| Decenber 9, 2019. [Digital
photograph].

Evelyn creates geonrat and organically shaped

ovoidfigures humanand animalikenessesLisa

selects subjects revolving around everyday articles and manetiyemother and child imagery
Neil continually paints images about the neighborhoods he \asitKQuyenpaints sill life
images, and figures that represhkistrelationship with his frierel After researching in the CVS
studio for 7 months, withouheir names signed on the front of all canvasesuldeasily pick

out their paintings. This was evident whenditad the studio at Joshua Creek Heritage Art
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Centre. As | walked up to the front door of

the house, one of Donnads
portraitfaces peaked out at me from behind

the pane of glass. Ihé printmaking studio

there areseveral of the CV& r t artsvorks 6
mounted(Figures 28 and Figure 29) smiled

broadly because | could recognize each of the

ar t i sthythe wapthelapply the

media,andtheir choice of subject matter or

motifs. They have developed their own

Figure 30: van Duffelen, E. and Yarmol,| Signature style

C. (2019)_,Donna [Felt tip marker and DonnaWorot nec (Flgur(SO) has
pencil c¢crayon on clartridg B/ I X

11nil . been with CVS since |ts openlng 10 years ago.

H ‘ g Her work sells on a regular basis. One of her
i) pieces recently sdland tle buyer sent an image

@, of it hanging in their home. Donna is eager to
\ share details of the wor k¢
* style as she proudly holds up the photograph
&/ (Figure31):

Donna: I've got them hanging together... (Line
39) And | had one takemayé . (Line4 1) ¢é
=7~ They bought it from me a while ago (Line 43)!
And then | make another one (Line 4§ame
portrait like that [Donna points with her open
right hand at her painting to the nine quadrants
of portraits.] (Line 51).

Chrisina: This is your style, right (Line 52)7?
Donna: Yes [She says smiling broadly.] (Line
53).

Christina: Can you describeoyr style(Line

54)?

Figure 31: Yarmol, CDonna Worotynec| Donna: Okay well these are all peopléots of
holding an image of her sold painting persons (Line 55).

(July 3, 2019, [Digital Photograph]. Christina: Yes (Line 59.

Donna: A woman this side and a man this side
[Donna has her right palm raised gesturing proudly back and forth referring to both sides
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of the canposition smiling as she descrddeerartwork.]
(Line 57).

Christina: Oh, okay so there are men and women in each
(Line 58).

Donna: Each (Line 59).

Christina: And what is in the middle (Line 60)?

Donna: And they are workers [She motions up and down
the length of the painting with her right palm.]
(D. Worotynec personacommunication
November6, 2019 Line 6J).

Quyen (Figure2) is a confident artist who usually ctea Figure 32: van Duffelen, E

work from his imagination. He draws several sketches of his id and Yarmol, C. (2019),
Quyen [Felt tip maker and

pencil crayon on cartridge
also paints relatively slowly to paiaachdetail carefully. paper, 8 | nj

on white paper before deciding which ones to begin to paint. H

Repeating pattemand electric, high contrast, vibraolaurs are O
key featureo f  Q u styke.nTihes subject matter consists of

eitherCézannsqué?! still life imagery or twedimensional, front

facing, figurative portrait renditions of couples walking beside o
another(Figure33). Quyen(Interview withQ. Ngo, October23,
2019 Line 13)elucidates:

Quyen: This is about my girlfriend and IThat a boy and
that agirl and a boy, méHe points to the figure on the left
hand side to indicate boy and then to the riggntd side to
indicate girl.]

Christina: So that is her and the otheme,is you?So, can
you tell memore about the worfline 22)?

Figure 33: Ngo, Q. (2019)
Quyen Girlfriend and
Mountain [Acrylic paint on
canvas, 18n x

121 cézanneque refers to the art of Paul Cézanne who was a largelytasgift, French artist who focused on the

art process itself. He believed that subject of the painting was first to be "read" by the artist through the
understanding of its essence and secondly the essence was "realized" on a canvas through forms, colors, and their
spatial relations. Rigid, academic rules of perspective and pailitatpon were obliterated as he experimented

with painting. Cézanne exeted numerous stilife subjectyscenes with everyday objects) and portraits from

nature completely reinventing the genre in the-tirmensional mode. He shifted attention frora dbjects

themselves, to the focus on the forms and colors that commenrhiogttheir surfaces and contours, the essential
qualities of the objects themselves. An extensive body epselfaits exhibit the same set of traitsaadill-life

paintngash e consi dered the sitter és i ndlyiwmperdonaddompoditiansfaadt er s a
formal and coloristic possibilities of the human body and its interior nature were featured. Retrieved from: Art Story
foundation: PauCézanng202Q
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Quyen: Use of colour [Points to the paintind
mowving his figure in a circular motion to helg"
describe the undulating blue line in th:
background on the green background. F
references hisolour application by continuously. *
moving his finger in circles.] Blue green =
[Pointing to the background.]Can you see [He o
continues to make a circularotion] (Line 23)?
Christina: It is kind of wavy (Line 24).

Quyen: Yeah. Wavy. Then there is the sikhe
points to the blue circle in the bapkundof the
painting.}

Quyen creates numerous paintings based on

same subject matterHe showsme a second artworki

depicting the companionship with thisend. Quyen Figure 34: Ngo, Q. (2019%till-life with

reaches for a radiantlgoloured @zannesque, stilife | Flowersin process[Acrylic paint on
work (Figure34). canvas, .24nx 18nj]

Quyen: That one matches. That flower [He exclaims excitedly as he points to some fresh
Black-eyedSusans rad otherwildflowers | brought in that day and placed ivi&son jar
with wateron the nearby tablg Flowers, food, with shade [Hgestures toward the
backgrounddescribing his paint application with his handse points to the lines in the
foreground.He uses a poking motion to indicate the dots irbémekground.] (Line 35).
Christina: And dots? And shading (Line 36)7?

Quyen: Yeah and dots and shading (Line 37).

Christina: Good. So how did you think of that one (Line 38)?

Quyen: Think, head! [Hepoints with his index finger to his head.] (LiB8)

Christina: From your head (Line 40)

Quyen: Yeah head! Yeah. Here. [He points to another one of his canvases in the pile.]
Here (Line 41).

Quyends bsceeatksimplified shapesof both haimfigures andtill-life
scenes These subjectsre further highlighted by repeating radiant patterns and varied texture
created through thicker paint application in the middle and foregrommidasting with wide
bl ack contour | i olouredpatterQad packgrousds make Hasiamwgitkndisc
from otherso artworKk.

Conrod paints brightly coloured scenes of animals from around the worltaf anbjects
of either his Jamaican heritage or themes from the media he waWhes | asked himvhere
he gets his | detanise ah e |Is gyuss:t éfdl@aoyeu knom evisat thatt mp

meangLine 74)? Conrod communicatdbat the ideas just pop up in his head from the world
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Figure &: Skyers, C. (2019¢anadian ScendAcrylic
paint on canvas, 24n X

Figure &: Skyers, C. (2019)Qut of Africa [Acrylic
paint on canvas, 24n X

around him. Hes not afraid to
experiment.When asked to desbe

his workfié Animals [He picks up a
painting with tulips and turns to point
to other artworks he completed that
are up on the walls.] jungle, Canadian
themes, South African thing
fish...Japamsegarder
(Figure35 and Figure36).

He usual sketches out his

(Line 127)

ideas on paper then requests or finds a
series of photographic sources from
which heworks. He draws directly
on the canvas in penci
compositions are packed from edge to
edge of the sukubstrate His work
pulsates with théerce, electric
energy that his persatlity exudes.
Sometimes Conrod adds mixed media
to his work in¢uding collaged images
or pencil crayon.He is always
experimenting with new techniques.
During the interview, Conrod
was working on a large scalerfrait

project that he said was with his

dreamgirl (Figures37 and38). He had picked up a large, imyaMasoniteboarda neighbor

down the streatffered himand dragged it into th&tudio. He had also collected a series of

photographic images of himfand magazine images Beyoncé KnowlesCarter and drew his

15¢



Figure ¥: Skyers, C. (October 3
2019)Video Still of Conrod and
Beyoncé Paintig in Process

[ Acrylic on ma

Figure 3: Skyers, C. (2019)
Conrod and Beyonc@Acrylic
paintonmasoni t e,

i

sketch directly on the boawdthout gesso and then painted it with acrylic pai@bniod was

now applying the finishing touches

technque to mgC. Skyers, personabmmunicationOctober 3, 2019)

wi t

h penci

Conrod: It is like dark, dark and then it is light, in the end it turns out being light. Dark

and light mixturgLine 79).
Christina: Okay (Line 80).
Conrod: Dark and light mixturéLine 81).

Christina: So,you start with dark then you add ligfine 82)?
Conrod: Yep. Sometimes when the paint dries as you can see it. | go around with pencil
crayon- | go around with pencil shadings. | sleaaround the pencil to make it glow
(See Fgure 37) [He points to his materials in the corneé®preads hikands apart and
flutters t hem arlominositydhattha woek exade(Ldne 88w 0

Christina: [He turns the camera toward his wor$,ma k e

Conrod: Yeah(Line 85).

Christina: So,you added pencil crayon around this figure Hétene 86).
Conrod: Yeah. You can see it rightPhe pencil shading around this one is done [He
points to the line around his s@bértrait] (Line 87).

Christina: Yeah. | do(Line 88).

Conrod: Lots ofshadin around it. It all stands oiLine 89)!

Christina: Yeah(Line 90).

Conrod:They pop! That 6 s f{Line9)wor d

i t(Ling84)0 wé

am

|l ook

Conrod has an uninhibited desire to constantly create artwork. He is bombardecastand

canot wao the studio togealize them bn canvas. Harold helps Conrod to channel this

unbridled energy so that each work is completed.
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During her interviewLisa (Personakcommunication
October28, 2019)Figure 3®) showed me one ofeln photographs
of a mare and her foal on tphotographyclass outing | attended
Lisa revealed that her mother had recently passed away. She
discussed death and the grieving process with some of the other
trip participants (Centennial Park Green hougegersonal

communicatiorwith L. Tuckwell, Fieldnote, October 18, 2019):

Lisa: This is my mother's favourite place (Figure

40). Where | haveny mom'smemorial [Shepoints to the
north attempting to describe wherer mother'snemorial
waslocated.](Line 147).

Lisa: It is a mother and child (Line 149)

Christina Beautiful! Sq it has a specidlind of meaning
for you cbesn't it (Line 150)

Lisa: [She pintsto the horse on the IgffThis one .
[Threesecondpause, Lisatops to swallow hard and a tear begosun down her cheek

from her right eye.She hides behind the pamestears streardown her fae.] (Line 151)
(Figure40).

Christina It is okay. It is okay to cry. |lost my motheecently. | knowhow you feel

(Line 152).

Lisa: [She siiffles and looks down at the next imaggine 153)

Christhna Ever ybody has to grieveé (Line 154).
Lisa: [Lisa holds up a photograph she took of Nathan Phillips Squaeéawusher

attentionon herartwork and away fronthe painful memory of losinger mother.] (Line

155)

Figure 39: van Duffelen, E.
and Yarmol, C. (2019),
Lisa. [Felt tip marker and
pencil crayon on cartridge
paper ,118njli.nj

Lisa divulged earlier that day that the studio helps h
to focus on other things besides the death of her
mother. Shalso disclosed that her mother really
supported her art creati. (L. Tuckwell, Fieldnote
lunch time October28, 2019) Like many artists,

Lisabs themes emerge fr *nce

favourite disciplines ar@ainting,and photography _ _ .
Figure 40:Tuckwell, L. (2019). Video Still
and her subject matter focuses on depictions of mo| of Photograph of Mare and Faal

and child or landsapes from interesting angles. [Photograph, digital printink on
photoaraphic papénix 7nil .

When the artists develop their own style, their individual identifiegrly emerge They
seem to feel empowered by the independefceeating workhat isunique and meaningful to
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them. When this work is displayed inlgic exhibitions the public igivenfithe opportunity to

view them as skilled individuals first, and peapl@i t h di sabi |l i ties secondc
al | o we public té fodus on their abilities, their individual art styles, and their skills rather

than on their di@gpb4).litieso (Edelson, 199

Operationalization of studio experiencedor people with CIDs.
Why do artists enjoy coming to thetudio? filt is an enjoyable place to lge

There areseverakeasons why artists come to the stusksdes the fact thart makingis
part of either a daily or a weekly schedule. The studio offers a predictable, organized routine; a
friendly, welcoming atmosphere where the sdziaf isimportant; angrogram
accommodations provided by the facilitatmistructors, and volunteesspport art creation
Predictable,organized, routine
For many professional artistst makingis a structured activity. Laurie Lambrecht, one
of famous Pop artist Roy Licht ensstruetiredhis st udi
day in a way that allowed him to be prolific, with a morning session fra@0l&mto 1:00 pm a
second aftelunch from 2:3(mto 6 pm, andoften, a thirdsessiorin the evening. He worked in
parallel, on multiple canvas and keptgroup of wor ks i n progress at b
(Conley,Deeember9, 2012). Many of the artistsvho have beeat CVSfor a longtime work in
similar ways: they work in segments of time, and on multiple canvases.
The media for projectwereeasily accesslb for the artists; theywereset up by the
volunteers or the instructor teaching the class prior to the start of the Etassxamplean
assortmenof acrylic paint hues in cleagg cartons with palettes to mix colours;angeof
brush sizes, blankanvags table mas paper towelsmultiple clean water jars placed on the
tablesand an apron left on the back of every second folding areae all readily available
If the course is offered once a wekke mixed media theinstructor hd their magerials
stored in a large plastic bin. The instructor didvig these media to the participants for the
duration of the course. For courses like knitting, each artisthiegr own clear lidded box
labelled with their name, theyarn, knitting needlesnal their project instructionrsccompanied
by aguidingimage.
Incomplete @work from the previouslasswaslabelled in boxes and placed on a table
or the floor for easy access so that those who might arriveaardgfinish their work from the

previous class | ndi vi du aahd naltipleiprejéc® of arpswsavejsteral downstairs
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in a storage birdbeledwith their names If artists vantedto begin a new work, they briefly
proposd their ideas to Harold whatind substrates (canvas/pper), media and a series of source
images to support themompositionsr expressed idea®ften artists wuld create preparatory
drawings if theyweredrawing from their imagination so that the facilitatoutd support their
artcreation(See Figure 2). If artists requird other materials not present on the table, they
could go to the supply cabinat the back of the studto acquire thenthey @uldask a
volunteer to fetclt for themor Haroldto assist them

For Conrod setting up coffee at C¥is part of the daily routine at the studio. Soon after
making coffeeheimmediatelywentto hisartwork (C SkyerspersonacommunicationOctober
3, 2019)

Christina: So, when you first come in what do yai the studigLine 39)?

Conrod: Set up the coffee and the tea for everyone and get my paint jugs and things

[Harold has given Conrod an open workspace foahisiakingat the front of the stdio

near a ngaragbdaomirc 6s A | ot of Caathelochlbs wor k se
community] I dondét need to do that anymore becal
Christina: They are already set up over hgee Figure 4] (Line 41)

Conrod: Tucked underneath the chair. You ¢eme 42)?

Christina: Yes (Line43)?

Conrod: And | amafiwindow paintedé [ He says wi4dh a | augh. ] (
Christina: A window painter(Line 45) [I repeatand laugh as | consider his joke

Conrod: Yeah. | attract people with ngrtwork basically [He says as he points out the

me c hani c 0 s-likgveindavatehdmri af the studio.] and they come in and say,
AWhat i s t hi(sinep6)[@ooredsmiled? 0about

Artists who attenddthe studio more frequently dapecific studio areas they li&eo

wor k at | i ke Wakspace (Figwdl)p;r eEwealryerdés penci l Crayec

-
'
2
g
~

Figure41Conr od 0s 0 Wi Bpdee.w|| Figured42Pat r i ci a.dlugitaPi n k
[Video stil from C. Skyer, personal photograph], February 13, 2020.
communication, October 3, 2019].




sharpeneand paper at a round talaethe back oftte studio E. van Duffelen, personal
communicationSeptembeR3, 2019, Lines5&4);Pat r i ci ads 4Risetkp bi n
especially for hethat rested on the half wall ledge leading downstairs contasangg Hijx 7nj
cardstockwith masking tape arourttie perimeter, pencils, colourpéncils and a pencil
sharpener.] (FHabuda, personabmmunicationNovember 19, 201%,ine 40) This ready
made pink box filled with suppliemsnabédher to quickly get to work when she arrivePatricia
said that shéked towork at a table in the centre of the room where thaga lot of light.
Arti st Emil y P bauraassemdthat@Routimeoid sb ismportant in so

many ways [Laura closes her eyes and looks up at the ceillbi]y likes to have offee at art,

she | i ke to have wasesghe thantb arad bainterfigéger on bjoth lzands a

creating precis® 0te indicatethe precisionand need of routine for Emilywith herdriend
[Laura makes air quotes.] and all tk&iffo (L. ParsonsofpersonatommunicationNovember
17, 2019Line 51).

Steve a long time artist at CV,$ighlighted thedaily routine ofthe studicenvironment

nwell, after you have a drink in that you

then you try to think[He put his pointer finger of his
left hand to higemple.] either about whgbu want to s
do or what you have done and come and search for y /’ i
painting and then finish where you left @fS.
Nicholson personal communicatio&eptembel9,
2019, Line40).

The calm atmosphere of the studio with
predictive routines eadehe participantdminds
enabling them to focus on their artwork. Over the
course of the interview Quyen underlined thatdid not
like the workshop but preferred teudio environment * X
il would, | would. Anythinge | S e . Yo U wo ptialiehs
time. You okay. No workshogHe waves his hand no.] AR

Too loud[He points to his ear with a circular .
(He p Figure 43:MenesesJ. (2020),

motion...](Q. Ngo, October 22019, Linel64)! Like it | Flowers in Vase in Process

hereb [ Acrylic paint |on

24n] .
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Describingwhat he likes about th&udio Juar{J. Menesespersonatommunication
Sepember23, 2019)s4dd, filt keeps me calm when | do warkLine 96). Juan often wor&d
with headphones on playing @atbian music as he paed He fdt confident thate would
gan support teexecute whatheasvi n hi s  mi n d§.sNo eng kind@gdd iugaunroes
painting progress as ltently paintedin the studio space on his largeale workOccasionally
| encourage Juan to put his work up against the wall and to stiefiroacthe wok to self
assess his progress to determine what parts of the composition required more attention (J.
MenesesFieldnote Sepember23, 2019) When he applied this approach, he would make

several additions to the artwork.

The importance ofsocial aspectat the studio.
All artists seeradto enjoy the social aspects of the program, the chance to talk about life
i ssues, chat and the opportunity todArtoffer cri
educator and disability theorist Doi®&uay believes that,
AAs i ndi vi dueathother, theireefiaitons ofwi t h 2

situations, of things (including disability), and of each other,
derive from, or arise from the social interaction that one has
with one's fellows [sic]...meanings are harldie, and

modified through, an interpretive pracs 6 ( 200 6,
t hus a r-donceptaesuppsreed by their social ‘
circle at CVS. For some artists the social aspects of the

studiowereof extreme value anperhapsamebefore the

artwork Theartmakingwasalmost an addendum tbe

Figure 44: van Duffen, E. and
Yarmol, C. (2019)Matthew
2019) (Figure 4), and Betsy (B. Pattison, September 1, | [Felt tip marker and pencil
crayon on cartpridge
x 11nj]

lives ofartists like Matthew (M. Sheeny, September 1,

2019). These artisfsarticipate in 12 classes weekly.

Matthew explains what he does when he comé& s
classes

Matthew: | kind of buy mylunch hergLine 2 0 ) Thére are a number of restaurants
and a Rabba Foods near CVS.

Matthew: | paint (Line27).

Matthew: I listen to my music her(Line29).

Matthew: You know what my favorite song is® American WomafHe sports a big
smile.] (Line 31).



Figure45: Yarmol, C. QOctober3, 2019.
Matthew Sheeny enjoying a coffee at a
weekly painting class before he starts to
work. [Digital photograph].

Figure 46: Yarmol, C. (February 13
2020).Matthew Sheeny working on
apaintingforval ent i ned
his girlfriend. [Digital photograph].

Christina: Can you show me your artwork (Line 40)?
Matthew: Okay [He turns to his painting and points at the stem of the flower.] (Line 41)
Christina: Yes. Can you talk a bit about it (Line 42)?
Matthew: | do a whole bunch of stuff (Line 43).

Christina: So, thisone is aboutiowers,right (Line 44)?
Matthew: A friend of mine named Betsy helped me out with that [Opening his water

bottle.] (Line 45).

Christina: A friend of yours? Betsy? (Line 46)

Matthew: [Nods] (Line 47).

s Day

Betsy: [Betsy shouts out from the back of the ropkeah that is my name (Line 48)!

Christina: Betsy helped you out (Line 4B)

Matthew: You got it [He smiles widely.] (Line 50)
Christina Which part did she help you out with (Line 51)?
Matthew: [He points at the background and the stem of the flower snjilifigis (Line

52) (See Figure 2Dandelior).

Betsy: [Jumps up fran her seat across the room.] The background plus the white

t hi n(bireéd).

Matthew: No, | would like most eerything [Smiles broadly.] (Line 94).
Christina: You like most [ placed emphasison the wordmost.] everythindLine 95)?

Betsy (Betsy is nearby and has bdetening through the entire interviewEspecially
friends (Betsy listens and then adds to the conversat{bmg 96).
Matthew: Especially well, my friends [Matthew looks up at Betsy smiling.] (Line 97)

(Figure % and Figure 8).

Betsy(Figure &) wasless confident about hart makingability than shevasabout her

social skills. Sk claimedthat she requadthe support of the instructonVéll they just help me

sometimestuz sometimes | don't know how to do things (Line 38)r the duration of the
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painting class, s malea concerted effoitb stay

focused and to finish hartwork today, as in the past |

I

witnessed Betsy commented o4 Nt s of

5
conversationsWhenl asked Betsy what she liked best
about the art classes she said:

Betsy: Ummm, | like concentrating and | like
peqle helping people oytine 15).

Christina: Who do you help oufLine 14)?
Betsy: [Points her thumb back at Matthew]
Matthew(Line 17).

Christina: Matthew(Line 18)?

Betsy: Yeah, last weekShe gestures towards
Matthew] (Line 19)

Christina: Alright (Line 20)

Betsy: He was havingproblems, so | helped

him_oqt(l_.ine 21) A g Figure 47: van Duffelen, E. and
Christina: T h a t 0 ging22)e at Yarmol, C. (2019)Betsy [Felt tip

. _ ) o marker and pencil crayon on
Betsyexhibited muctself-satisfaction and pride in cartridge paper 8 i nj x

supportingher artistcolleagues.It was evident tat e
thoroughly enjogdthe sood-culturalinteractions at her

weekly visits to CVS.

Safe andwelcoming atmosphere

Betsy and the other participantssnthat thee
wasemotional support offered lifie facilitator, the
instructor and the volunteers a¥S. Some of the
participants have suffered violent, andf@auimatic
experiences in their living environments, on the streetgh . |
or at former workshop placemermise to scial '
devaluatioror stigma Participantseemed to feel
sense of safety at CVS. PReig, a longtime participant | Figure 48: van Duffelen, E. and

_ . Yarmol, C. (2019)Patricia. [Felt
at CVS started her interviewith pleasant comments tip marker and pencil crayon on

about the studio. As the interview progressed, Ilearq car t ri dge paper

that she had come from the workshop program and had some negative entoerg@?s

Habudapersonactommunicabn, November20, 2019 (Figure 8):
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Patricia: | like Harold. | love my friends (Line20).

Christina: Yes (Line 21).

Patricia: I'm happy here (Line 22)

Christina: Good. How come you're happy here (Line23)

Patricia: Why I'm happy because[She boks towards the door because someone has
just comento the studio.] | come in and I'm happy to talk to people and bed&ise
emphasizes each word raising her riganhd palm to the ceilinglJcome and make art

(Line 24).

Patricia: And I didn't like it there(At the workshop placementBso, | had some issues

that | couldndét handle (Line 67).

Christina: Okay(Line 68).

Patricia:]| cand6té remember | told you about that

to explain a difficult issue she had wahmaledl e nt at t he wor kshop. ]
leave me alone [She leans in closer to me and the cateraoice becomes quieter.]

He kept oe Hatricia rolls her hands in a circl¢line6 9 ) é

Patricia: Yeah. Sol had all of these problems thefegftricia makes a dismissive gesture

with her right hand indicating over there$o, | had all these problems with hinhhad

enough sd wanted to leaveSaq, then | came here velnel was happy [For a moment she
restsboth hand$olding up her chin.]l was safe [She throws her hands in the air.] (Line

87).

Christina: Yes (Line 88).

Patricia: Why | had to be safe is hej@he sticks her
thumbs on both hands pointing outwardipt there
[She points with her indexrfgers toward

herself]. Because knew he was going to come afte
me (Line8 9 ) ¢é .
Patricia: But it's nice to be here [Her hands are foldg
together and support her chin.] (Line 97) '
Patricia: | met Harold. | had an interview with
Rogers Cable [She wawder hand in the air like it
was nahing.]. They asked me like dwido you like
Haroldd | | i kkme98)ar ol d

Patriciashowed that she fedafe and content at CVS;

she enjgedcreating greeting cards whenever sameto the | Figure 49: Photograph of

Greeting cardTropical
studio. At the endof her interview she shaadme a carghe Flower(92019) P Igabuda

hadjust completedFigure ). Shewasconfident thatthe | [Felt tip marker and pencil

) _ crayon on cardistock,
staff would glue it to a card backing, get an envelapd 5n] .

place it in the acrylic display pockets at the front of the studio
for sale.
In the intervievg with theartists,volunteers, and pants of the artiststerviewees

pointedout the magnanimous spirit of the facilitator, Hardemlinson The facilitator and
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instructors a&das gatekeepeengendering a positive atmosphere and mediating anybfssi
conflicts among all occupying tlgudio environmentTherewasextreme trust in Haro|dhe
instructorsand in the volunteers at CVS.

When | first started to visit the studio in May 2019 one afigelynearnestly shared
AChristina, you can st ajlyobweccarddevowdonatallar e n ot
you t o (E.eanlbeffelenFigidnoteJune23, 2019). TomeEvey nés comment wa
affirmative response to my preserasel a clear indicator that | had passed the test to be allowed
to remainat CVS. | felt as thaigh Ihad achievetbothE v e | tyust @nsherapproval | was
welcomael into the studio.Universally @rticipants aw Harold as an artisandlife mentor &
well asa protecto(H. Tomlinson Field note November20, 2019). | believe that thse
responsesignalledthat participantshave the utmostonfidencan Harold

| attended severghotographyclassesvhere participants had the opportunity to capture
new, interesting scenes with digital technologiying them thehance to interact with one
anothe. Use of the Community Living van made it fast and easy to det#&tions and the
social atmosphere inside the van was pleasant and call&ylan asked what she liked best
about the classekisa, who was enrolled in thehotographyclassdescribech er exper i ence
get to go out placesnd to be with peopigL. Tuckwell, personacommunicationOctober28,
2019,Line8) 1 n L i s a 6egpressimmpree ®aldsense of safety and comfort with the
CVS class; if she did not feel safe, she woudtdgo into the community tattempt a new skill

Neilsad helikedc omi ng to the studio because, fALi ke
people around the room.Likepeopleand AL oOi s aad(wearyiesv withH.IClffsrd, me
SeptembeR3, 2019, Lnes 38-40). Neil only allowedcertain volunteerto help him with the
details on his canvases and Laigssomeone who he perrtetito outline his drawngeometric
shapes of his architectural canvasé®en he bemmefrustrated(N. Clifford, Fieldnote
Sepemberl9, 2019) Her careful and serious attention to his wadt hishigh expectations
The personalities of the volunteers, instructors and facitgaireatd a safe and positive
atmosphere thatasconvivial to artists with CIDs.

Instructional methods, accommodations and supported learning through the
facilitator, instructors, and volunteers.
Alongside the patient, positive ahdmorougpersonalities of the volunteengerethe

accommodationprovided. Art education researcher Doidpndy (1993)stt es, Al nstr uct

methods create an environment in which people with and wifimeliectualdisabilities]act on
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their common interests in arinstructional methods are natigmatizing and do not bring undue
attention to any learne(p. 171). In their bookArt and Disabilities LudinsKatz and Katz
(1990) offera comprehensive guide whatis necessary to operate an art studio for people with
CIDsin an independent art centre settibglieving that art programs could be set up in other
serviceoriented organizations and schools (p. 1ZBhey outline a typical day ohaartist
workingin the creative art studio (p. 24), illustratehow art to organize and adapt art media
(pp- 29-49) and tools (pp. 14854), explore art experimentation (p1-54); discuss out trips (pp.
55-56, 6364), describe how to set up the spaoe arepare the facility for use (pp09-120)
itemize possible media for art use (fp5-158) and offer job descriptions for the director,
teachers marketing specialist seangtand aids (pp. 162168). This detailed informatiocan be
helpfulwhen sdew resources of art programs for people with CIDs are avaibaibkt the same
instanceare largely reliant on funding, experiences of sgdhce availabland the needs ofi¢
participants

Acknowledging the limited number of studies of art stughaces that support people
with CIDs, | looked to art education comparing the studio toren of anart classroom. More
recent literature fronteadingart and disabilities studsresearchexDoris Guay(2006 and
SusarLoesl (2006)rovides practical sggestions Underlining the importance of an accessible
studig Guay(2006) liss Five Environmental Domaires an approach to problem solvisggd
organizationaktrategyin the nclusive Artspaceas she believes thabmeenvironmens can
constrainearning(p. 10). By replacing the terrteachen n G lishwitld ast instructoror art
studio manageandthe termstudentswith artists,many d theideascanoffer ways to furthe
operationalize thphysicalstudio environmentreating deepeart engagemerpportunities
These domains include:

1. StudentdArtists] with disabilities where possibilities for self monitoring, becoming
more independent and resgdrle for personal@ions are considered,;

2. Peers, paraprofessional, and other classroom assisthete possibilities for working
cooperatively or collaboratively and-teaching are considered;

3. Studensd Artistsd énvironment where room spaces and places including signs, visual
install ations, | e ar n[a ngliplacenestand persanaldpacea c h s
are considered;

4. Curriculum[Project desigrs where goal orientation, flexibility, and differentiation are
considered to meet the needs and interests of the d|eetisédstudents;

5. TeachergArt instructors/Art studio facilitatofsas learners in their own classroom

where proactive problem finding, knowledge seeking, and understanding assistance are
considered (p. 10).
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| view Gu a y 6 Envifonmerdgal Domaiin terms & artists becoming more independent with
their art creatiomnddeveloping confidencm craftingtheir personal styleGuay (2006) asserts
that theart instructor/art facilitatoasa colleaguecansupportthe artist to develotheir artistic
potential Thestudentdartistshre taught to share responsibility for classrgstudio] routines
andsupported byheteachelart instructor] paraprofessional, and peers within the classroom
[studio] (p. 10) as they continuallgnrol inclasgsor create artwdein thecomnunal
environment. This is n@mply in terms opreordainedocially constructed behaviour
managemenbutanacknowedgementt hat moni t or i nand @viitgtowardss oc i a |
otherscan be important for all artists in general workin@g shared space& ooperativeskills
are further developed through positive physarademotionalstudioenvironment, supports and
engagingart curriculum[projects]which challengehe studens [artists](p. 10)who are
constantlydeveloping nevartwark.

Secondly, praprofessional@ho accompanytudentsdrtistg to their classeer are
already present in the studibould havdirst-hand knowledge of the adaptations that have
workedwellint he past an dgeadnabattitudetowarelartanakingadaptations
(Loesl 2006 p. 129. Definitions ofboth effective and irféective art facilitation and the
possible adverse effect on the u d aristdsi@epéndenart makingprocess ardiscussed in
Chapter 4 The physical presence tife pararofessionablsohas the potential of adding an
extra support for thmstructor and thestudents grtist§ as they cassurvey and monitoart
makingpositively contributingwhenrequired. The key is opecommunicatiorbetween the
student frtisf, theparaprofessionahember or tearandtheleadart instructor.

Thirdly Guaybelieves i t€aehefart instructorjmust strive to create unencumbered
accessibility, clear expectations, organizational predictabilgy12) Pactices of
drganiational predictabilitysuch ascommunicationsupply distribution, movement indlart
studio,and cleanup expectatiosbBould beclearly outline andemain consister(p. 12) Guay
emphasisethatstable organization and accésdabeled, orderly dravers, shelves, and cabinets
becomes a catalyst for seflianceand creative thodg (p. 12) for artists so that art production
is uninhibited. Art studio expectations become a routine to build a structurarfocreation.

Loesl (2006underlines thatemusticonsi der t he wheel chair as
studlean 6apeli sd®&] ( p.paltlhss) faolrl oewaisnyg movement an
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workspacs, materials and the cleanup stasotf spaces are more crowdetetrt materials
and cleanp materals must be accessible on a table near whersttitent frtis{.

Guay 6s Grdoeuwap oS h dig epénendedwraHoughprovoking questions of
critical inquiry, aesthetics discussion, and peer cris§2@06, p.12) throughsmall group
converséonsenabé studentsdrtistd to converseamongst themselves and to learn from one
another Within a studio setting of adult artisigstructor(syand paraeducatotbis processften
emerges organically

Fourthly,when interested individuatme to the studio as adults, flexibility,
differentiation andyoal orientation are definite considerations when art instructors develop their
programs.Art educator and researcher Olivia Gude (2afi33usses hatevelopnent d
contemporaryrt engagemerstrategiesn her articleThe Principles of Possibilitguggesting
Athat | earning begins [ wi tohplag Buchdpiag mpustpe tple r s o n a |
free, not directed toward mastering a technigoéjing a specific problem, or conscienisly
il lTustrating a r andolnlTlyepossibiditg afplay andickancahpuldsbe t i o n 0
naturallyembedded withimrt projects themselvasither than a following of prscripted,
formulaic notionof artmaking Art instructorscanprovide basiadirectionsand artistcomplete
thar projectswith their own creative flarer artists work on their own setfefinedand self
guidedprojects outside of the more formal class structdree only set exmmations are those
determined by the asts themselves

Fifthly, Guay underscores the importance of [astructorsart studio facilitatory
teacherss learners in their own classroom where proactive problem finding, knowledge seeking,
and understandg assistance are considered (p. XB).ay 6 s as s er educatorara@! i gns v
critical theoryphilosopheP a o | o F r e iofrpeldesposingredueapoii2000). In
Pedagogy of the Oppressg&D00), Freire critiques what he calls fiheankingconcept of
educatio®where education becomas act of depositing in which the students are the
depositories and the tealhdea c htear diksh et od edpfoiiIsltdo rt
students with the content of his [sic] narrat@rcontents which are detached from reality,
disconnectedrom the totality that engendered themandcgulds e t hem si gni fi canc
Freire proposethat througltdialoguei p r o 4pdsiegreducation, which kaks the vertical
patterns characteristaf bankinge d u ¢c at i onevoreldtignshipsBetngrgéThe old terms of

teacherof-the students and the studenfsheteacher cease to exist dadlnew term emerges,
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0 t e astuttent with students e a ¢ hpe 80k @ dhis joint process the teacher also learns from
the students angrows p. 80)inarec pr oc al -piopi algloemashi on where p
other. Freire explains that banking education maintainsubmersiorof consciousness (p. 81
andproblemp osi ng educ at iemergencéfdnsciousness artitccal t h e
interventioninr e a |l i t yTde thepry of @dbleAposing education seespeqiea s bei ngs
in a process of becomifigas unfinished, uncompleted [sic] beings in anthwilikewise
unfinished realityo (p. 84) and i nanpletidn t hese g
living in a transformational character of reality seeing education as an ongoing activity constantly
remade inthepraxis(p.84B ot h Fndi Ga ay 6 a atedutatoesfag studeots or
participants in a learning process along sideoartistareideas that can be actively practicéu
art studic.
In their bookArt and Disabilities LudinsKatz and Katz (1990) offer a hightlescriptive
comprehensive guide of the operationalization of an art sthdigsupports people with CK
What the Katz6s do not do in theiThefolowrng i s ask
findings emanatetfom accounts derived frottneva ces of t he swhaofleeds part
straightforwarddescriptiors of the basic accomodationsthatcan beamplementedn numerous
small studio settings to meet the needs of artists @liirs.
See it,say it, do it approach.
In structured art elsses likexpressivepainting all materialswereprovided for the
artists including a range of hues opalette, canvas or paper, water containgasying sizes of
brushesanapronand paper towelsln these six tawelve-personclasses, skills andafidence
building werea focus. This classwasakin to recently popularize@aint Nightsthat haveopened
in studios aroundrban centresAt the outset of the clasafew samplesr models of artwork
wereprovided. Aligning with their comfort levels, participamtereurged to interpret
photographic sourcealter shapes, colour palettes, and paint apptin as theyawfit. The
instructor orally delivezda scaffoldedmodel of how to formally structutie composition
guiding artists through the technical aspects of painfirige aal directionsvereaccompanied
by a physical demonstration of the peesand hemanageable stepgerefrequently repeated.
Volunteers and the instructor circuldt@roundthe studio space and artistaight outsupport
whenthey requird it. Figure27, Dandelionby Matthew Sheeny is an example a work

completed in a strigred painting class.



Those who have taken classes befoeeeencouraged to conte the lessomvith their
own subject matter and ideas to paiRar artists working on their individualized projects, there
weremany oneto-one conversatiagabout the wik or checkin pointswith the instructoover
the time that artistwereworking. Essentially instructors sh@sl amodel and lateorally
explained the techniqued heyphysically demonsttadthe skills requiredo achieve the model

shown Artistscoud then apply their own practicakperientiaknowledge.

Supportsfor illustration.

To alleviate the stress of drawing an initial image onto a cam&ts,ictorggave artists
carbon papeto placebelow either photographic imagpsovidedor theartist®own handdrawn
sketches This support aedas a accommodation faartists who might havieaddepth
perception issuesr who hal difficultly translatingimagesto the canvassurface For those who
experiencd frustration tracing over a line andtfenabled to move forward, a volunteer or
workerwould help the artist taransfer or initially draw the preparatory wakthea r t i st 6 s
request Verbal excouragementasalso used to embolden the artist to make marks on the
canvas. Accommodationsramgdr a mat i cal ly based onFot he arti st
example, forlhose who experienced issues with fine motor skélge brusksand a larger
canvascould be employed

For larger scale artwork like muraldaroldwould on occasion encouragiee useof an
overhead projeot to enlargean acetate drawing ontdarger scalewgface just like Roy
Lichtenstein(Conley, 2012 or Andy Warhol (Marr, 2000jid in the past. These artistsed
overhead projectors to projesthallimages on walls whetthey could trace their imagery on a

large scale'??. Vexing emotionsthatemerge with precisely transferring an imaggrecast

22 Through his experience workirag amartist,David Hockney believes Old MasteMichelangelo Merisi da
Caravaggio, Rapha8&anzig Frans HalsJohanne¥ermeer DiegoVelazquez andeanAugusteDominiquelngres
used mechanical aids likgids,camera Lucidandlenses tanap out, tace oubr enlarg their pictures resulting in
create exacting perspecti@@ordan, C. 2017, July 3andphotographic realismAccording toforensic artist and
illustrator Karen Taylo(2000) A Atists have used a simple grid system to enlarge or reduce their preliminary
sketches. A drawing or photograph may be enlarged or reduced by placing tracing paper over the image and
drawing a grid at measured internva{p. 81). To enlargesmall imags so that you can drathemon a larger piece

of paper, draw a grid of largegusares at measured interviien traceyourimage on the grid in a linear and exact
fashion(p. 81) AA projector is probably the best method émlargement of a small facial photograph to produce a
larger drawing. The three primary types of projectoesopaque, slide and transpare(icgylor, 2000, p. 82) A
particularly useful tool for tracing is a light box, a simple box with lights ingittéglass or plexiglass on top
(Taylor, 2000p. 82). An additionatype of carborbacked paper calledansker papermay be used to copy an
image onto another surface without a change in s¢alddr, 2000p. 83)
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aside removing aoadblock to artistic productionArtists @uld easily move to the next step of
media application with painpencil crayon or collage pieces; theshibited confidencen their
ability to create. Artists whdemonstrated facility with drawing move directly to the canvas
surface like Sabrinawhais, Al just do it (dr a[@jesniegashend i n:
explains.](S. Simonyipersonal ommunicationOctober12, 2019,Line 40)

Artistic tricks and strategiegsereemployed in the studio that the participants themselves
might neverconsider using. To preserve the perimeter of a paper from garrito achieve a
professionalooking work the area beyontthe central working surfaceas masked off with a
gr een pai mbaskimgdape Maskipgavadoeguently employed binstructors of the
card making class and th@xed mediaclasses.Paticipantsfioooaedd andfiahhedd at the
professionalooking appearance of the work when the masking ta@pgremoved.

The following text outlines Jolin e d y 6 s e x pagmakirggsupperts im iC¥Sh

studio(J. Salazarpersonal conmunication Septembef9, 2019:

Johrfredy: He (Harold) helpsme on the computevith photos (\//7
(Line 69)
Christina Oh, sohe helps you on the computer to find some fi /

the imagery and with your o

photographs iphotographyclass (Line 70)

Johrfredy: Yeah(Line 71)!

Christina Okay(Line 72).

Johriredy: If | need anythng, need anything, need anything
all of this (Line 73)He pointed to the canvas and to the acry
paints he was using (See Figure 50)].

Christina What else does he give you? You said pictures. [
he give you materials (Line 72) \
Johrfredy: This [He points to the canvasith thepeacesign SN
on it] (Line 75)!

Christina Sq, he provides materials (Line 76)?

Figure 50: Salazar, J.
(2019),Peace. in

Johnfedy acknowledges he v ol unt eer L o ProgressfAcrylicpaint | ¢
on canvas Felt tip

work. He says thdtois helps him to tidy up with the corners and marker and pencil
crayon on cartridge

edges of his paintings (Lines-95). He says that not all volunteers i
paper, 1hx 17n].

are nice (Line 124) but thabisi s, fiVer y n Haolo

believes thafohnfredyh a s a f fpocontposeign @asvevidenced by the strength of his
photographic compositions which Haraltten sedsto photographicontests or gallery
exhibits however, he requires some technical support with croppingatbgraphs on a

computer program. Harold notes that sometimes Johnfredy requires some initial discussion
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around ideas for the subject matter of his paintings and asks for guidance with new techniques or
colourschoices Figure50) (H. Tomlinson Fieldnote Septembefl9, 2019).

Although many participants who have been to CVS for a number of years have their own
style and ould easily work from their imagination, the artists whanne for weeklyclasses
relied on samples of artwork anpictorial sourceimageryto guide theiprocess or for reference
to feel confident drawing accurate proportions and colours in their interpretations of subject
matter. Numerous artistsrefesdt o t he f aci | isbuackimageSasamaja vi si on
support that they apprecidteProvidingsourceimages in @inder, through booksr magazines
or printing them on a colour printer and offering carbon pagtencilsor tracers like a circular
platewereaccommodations made Qyetinstructor thadidedthea r t aricreatian process.

A numbe of public images have been recently made available for artists such as the
Wellcome Library in London England recently made 100,000 art and medical images available
online foropenuseAs t he Open Education Dat abasweere( 2014)
to look for offbeat, bizarre photos including medical art of all types including manuscripts,
paintings, etchings, early photography and ad

Positive encouragemews frequently given. Workvascritiqued within a group setting
to sharethe opinions of other artists in the roevith the goal of bettering the final artworkhe
instructorsalsooffered suggestions about how the work could be improved.ekample,

Har ol d put f or wa yod touchiumtie sidea of yohranvas?@/inabother
colours do you think could be used for these
yet unpainted beginning a discussion about balancing cahaupatern with Donna.] (H.

Tomlinson, Fieldnote, September 23, 2019).
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Lisa statel:

He (Harold) shows me how tget everything
centeredShe puts both palms facing down
on the table moving them back and forth to
indicate centering of image.And stuff like
that He talks with me about my work and
what is good about it and howdan be made
bettero L. (Tuckwell, personal
communicationOctober28, 2019 (Figure
51).

When asked howhe instructor supported

Sabrina's journeyasanartsh na, Sabr Figure 51: van Duffelen, E. and

mother responded: Yarmol, C. (2019)Lisa Painting.[Felt
tip marker ad pencil crayon on

Anna: [5 Second pause.This is going to cartridge paper, 8 fpx 11ri.

sound crazy but | think the biggest thing is
the compliments. When someone turns
around and says to you all the time, AThat
work! ... And, A | ' m r e eohfidencefte firpt goupleofr you. 0O
times it mg be oh, somebody likes(itine 49).

Christina: Yes (Line 50).

Anna: And after a little while it becomes a part of who you driéke my artwork means

more to someone than just Mom and Dad [Laughs] (Line 5).

Christina: Yes. [Laughs.] Because my paremisgl like whatever | door at least say they

like it (Line 52)!

Anna: Exactly [She smiles.]There is somebody out there who thinks that what I'm

doing isgood[She emphasizes the word good. Moving her handscircularmotion as

she speaks but witH®ws still on the table.JAnd t aki ng her toé, and
Joshua Creeldine 53)

Christina: Yes (Line 54).

Anna: That was a matter oféits the same perso
now telling you that youwork is good enough to be part the walls and viewed by a lot

of people so, | mean, that to me is huge [She falls back in her thtasplutely huge

(Line 55)!

The facilitatorbackedthe individual needs of artist®r example Evelyn worledalmost
exclusively withpencil crayos for hour after hour in the studichepressed so hamah the
paper that the wax and pigment glissdn When asked what the instructed tb support heart
makingEvelyn explaied

Evelyn: Yes,hes ays heds goi ng tslarpgnemighttne anot her p
[Harold walks by . E vseniley..} Right Harold? A nice new or(gine 53)!
Harold: Yes, he Cadillac of sharpeners (Line 54)!
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Christina: The Cadillac of
sharpeners [Laugh.] (Line 58}l.
Tomlinson,Fieldnote September
23, 2019 [Harold reently
purchased the third electric N E"N e e
sharpener agvelyn wore outhe
motors on the first twelectric
sharpener$

Evelyn: Harold is sharpening my !
pencils If | go say goodbye and g @™ @
then | can sharpen my pencils (Lin
56).

Christina: Sg, you like to draw

with pencil crayosthe best (Line _
57)? Figure 52: an Duffelen E. (2018) My

Evelyn: Yeah, pencil crayons are Com_munit)o_n the CVS wall. [Paintingn_ixed
better but my best thing is just to media, pencil crayon on paper, g!aeryllc
draw and colouringLine 58). oncanvas 2 4n. x 36nj]
Christina: Yes (Line ®).

Evelyn: But sharpening pencils can drive anybody around the cfBhersmiles a broad
smile.] (Line 60).

Christina: It really can,andl noticedthatyou press reallyreallyhard (Line61).

Evelyn: [Noddingaffirmatively] Especially me, it can drive me around the corner (Line

62)!
Christina: | know, | see your figures]l point to herartwork behind her on the wall
(Figureb52) . I dondét think anyone in here col ou

Evelyn You are theQueen of ColouringLine 63)!

Evelyn: What? | hardly touch the paper and then it looks like | antlygaessing! Bhe
emphasizes the words really pressisiie motions back and tbralong the table].That

is why the pencils break (Line 64).

Christina: Wow! That is such a great skilDid you always do that (Line 65)?

Evelyn: Yeah. | learned itére. | hate thenes that break from under you. Those are the
cheap ones [She looks right at me and nods.] (Line 66)!

Christina: Maybe you can teach me your technique (Line 67).

The pencil sharpensvasalso used by Patricia Habuda and other artists in the
cardmakingclass (Figure 9). Theupkeep of equipment aradl purchase of new equipmento
meeta r t i s twasonemwaydhdtgshe facilitator supports the artists at CVS who might not be

able to afford materials like their own electric sharpeners.
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Exhibition: Names for the planned show.

Over the course of the interviewmarticipants were asked to consider a néonan art

show at CVSwhere their work would be featured@he following is a list bshow names the

artists interviewed suggested:

Collage of PaintingsSpace/ Collage/Private Diaries/ PersonalN#berg, Lines 150

155);

A Great Experience, Spending Time TogeffterParsnson, Line 16}t

Doing Paintings (BPattinsonLine 93);
Grand Opening (DWorotynec, Line 125;

Har ol dos Art Sl daza,LineHlat ol do s

Classic Arts. ...GalleryS. Simonyij Line 118;

The Experience of a Lifetime. (8licholson Line 111);
Di sabi | i t HoensrLiderlegg ( J

More ThanArt (L. Parsonson, Line 80)

Ar t

(

Other artists likeNeil andMatthewwere unsure of a suitable namiian Quyen Lisa

andPatrica asked me to ask themn another day Many of theartists discussdthe importance

of the social aspects of the studio and hg\a hot beverage when they ardvedn discussing the

possibility of having a show and what the title should be, Evelyn thought out loud and said:

An art show is like a gallery (Lin€50)...drawings
colourings and painting. You could dance if you
wanted to (Line 152)Or you know sit there and do
yourwork (Line 154. YeaH Or coffee. Sit and have
coffee (Line 156). In an art show have coff¢eine
158)

As | listened to the voices of the participants throughout tt

i ntervi ews a nwctaryfheteHbgval theughc o

thatawonderful name for thshow could be&offee Talkand

thatlcouldc r eat e coffee tabl e b

profiles(See lllustratios 1516 and Appendices-£).
Noticing that Matt htamwdasome u
newsprint beside him, | considered the kaidesidue or

mark that thediquid from the overfilled coffeeup left. |

lllustration 2: Yarmol, C.

(2019).Coffee T
Leaving a Trace

alk

[Sketchbook Drawing,

Coffee

on

pa

asked artists in the studio to place their coffee cups on my

sketchbook to create a kind of print of their active presentieei studio (Sellustration22:

Coffee Talk_eaving aTrace.

ay thei

cof fee
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The interview responses from the CVS patrticipants

reinforce the belief thaheywereart practitionerstheir art

wasconsideredheirtradeas early art and disability theorist
Rae TemkirEdelson(1990)believed fit he emphas '
art as work, rather than on art as therapy or hobby, and the
proper role for staff is artist rather than therapist or
recreation coor di naekpeesson ( p. § uI) sel
and production of artworlgrtistssee their work as paof )
their vocation.They see themselves as a group of artists
rather tharsimply clients of Community Livingrorontq a

disability service provider.

Interviews with volunteers Figure 53: van Duffelen, E. and
AJrltographyuses processes aftion research Yarmol, C. (2019)Beverly.[Felt
tip marker and pencil crayon on

plan act, observe, reflect without prescribingancrete cartridge paper

plan or method While engaging imarrativeresearclwith
the artiststhe volunteergngaged at CV8guredp r o mi ne nt | ynarrativesantidailyar t i st
art creation in the studio. As | begarréflect about the continuous mention of tdunteers, |

felt thatthey might have important information to share about their experiaatdégstudio

(Interview Questions posed appeaAippendixT) and that | should interview thenThe

presentation fathe responses to the questions posed to voluriteessPina and Beverlgre

intetwined in the following sectian

Why volunteer?

The volunteers shared their rationale for why they volunteer and how they heard about
CVS. Lois heard abat CVS from he sister. When she retired from her job, she decided that
she wanted to give back to the community and six years ago she landed at CVS. She now
volunteers once a week on Thursdays withpdnating clasgL. Langdon, personal
communicationNov. 7, 20192019)

Pina lives in the community and knew some of participants from a local Islington Village
coffee shop. After her life situation changed, she decided to ask Harold if she needed help in the
studiobecause she wanted to support peopleer commuity. Pina has volunteered at the

studio for 4 % yearsCurrently $ie volunteers on Mondays fpainting classand Wednesdays
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for thedrawingclass andwith SWACAp ar t i @it glaase$¢P. Bdrci, personal
communicationNovember7, 2019.

Beverly (Figure53) lives in the communitgnd first entered the studio to buy a
Christmas tree ornament that she noticed for sale in the winBbe has volunteered for the last

10 years because sliet hought she coul drtdion gs otnhedicigsotteuddoi oi 6ns

She used to come 4 days a weakticipating in all daily classdsit due tachronichealth issues
comesin on Wednesdays to support the SWACA art c{8sssordon, persona@ommunication
Nov. 7, 20192019).

All three of the volunteers waadtto support their locatommunity volunteering is their
way of positively giving back to the world.ois appreciaté the atmosphere &VS. She
explaired

| really like interacting with the... artisfsieldnote Matthew is growling like a tiger in
thebackgroundl [Lois looks at Matthew at the other side of the room as she speaks.]

They can be zany and there's a | ot of ti me

around[An artistentersthe studio anghoutshello to Lois. Lois waves and $&

A Hi]é @&nd there are times when they come up iamahediately engage wityou for
no reasoné Wel |,butyoedonthkreow whatdt jor derat gquderhave
time to know [nterview withL. Langdon,November7, 2019,Line 14)

Harold had metioned that these three volunteersl baen at CVS for many years; they were
helpful, goodnatured, and trustworthgcting as invaluable assets to the studio environment.
Harold underlined that relblevolunteersvho attended and were committed to tlassesvere
sometimes difficult to find (H. Tomlinson, Fieldnotégovember 20, 2019)

Training.

Volunteers were asked about their background trainingsumal art or social services.
Lois dd not have any trainingn the visual artsl(. Langdon, persoh@ommunicationNov. 7,
2019,2019,Line 24) but had some job training from her former employment that ehadxe¢o
easilysupport people with either physical or cognitive challenges (Line 26). Rirechaired
all her training in visual arts and wankg with people with CIDs at the studio; she has no
previous experience in these areas. Pinallioening to the studio because shengdia new life
p er s p eltontakevmee,feelfhat life is better just throulgkitt eyesP. Barci, personal
communicabn, November 7, 2019.ine 4)0 Beverly dd not have visual arts training or
training working with people with CIDs sisharel that she hakarneda great deal from the

artists and instructormt CVS. She first came to tk&udio after her husband died il nstead
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having a pity party, | walk away feeling as $hethrustsher fist in the air.]l did something
good today B. Gordon, personaommunication November 7, 2019 i n e Sh&e&arneau a
TorontoCommunityAward for her volunteering at CV&t apublic, municipalkelebration dinner
in 2018

Essentialattributes of avolunteer.
Volunteers all shared the personality traits that they beli@reessentiafor
volunteering at CVSLoissdd,i Yo u h av e Ybobwhave ® becopen to peogtem all
walks of lifegd accepting of people, of their abilities and their challeég¥so need to have
patience (Line 34)(L. Langdon, personaommunicationNovember7, 2019 Line 28). Pina
believalt h aPatiencdi.. and compassion [Pause 5secamdsyl a | i st enwereg ear |
necessary attributes to hold if one isattt asvolunteer at CVS. These personal characteristics
were desirablét o make the artists f eadxcludesibuiidfcludechey ' r e
in things that we t&labout or that we dio(P. Barci,personacommunicationNovember 7,
2019 Line 11). Beverly believd that people who work in the studio cannot be judgemental,
they should be energetic and positive, tolerant, caring and dBirngordon,personal
commurication, November 7, 2019.ine 23-26). A positive, upbeat attitude @itical for
volunteers working in the studidVhen asked what could be improved in the studio Steve
Nicholson,personacommunicationSepemberl9, 2019)highlighted flatteredand then
silencel someexperiences with past volunteers and students who were not particularly amenable
or responsive tbis needf those needsf otherartistsat CVS

You know just to tell Harold that when sometioév ol unt eer sé come i n t|
days when you tryotcome in and work and some of the volunteers might not be in such a

good mood when you want to work with them so some of the volunteers just try to be a

bit friendlier than they are. ,(butitisjuss not t
some ofthe volunteers who come in to help him [His hands are flat on the table. His

head is turned to the left side.] (Line 93).

Harolde | u c i dhere batle, beei some volunteerswho n 6 t g &re notiparticulatlyh e y
attentive tahe needs of the asts but ardousymeetingtheir personal needs on their phan@s.
Tomlinson,Fieldnote November20, 201 9) . Har ol eddthsfocosdimme nt hi gt
attention and positive attitud®mpulsoryfor volunteers to be effectivagentan the studio
environment . St e v dthat the beavioarandattitudesrofahe solunteerts e

were ofparamount importande craftinga comfortable, welcoming atmosphere.
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How volunteers support artists in the studio
Lois (Figure54) articulated:

Oh, so | help them finish up their
artworké um, get coffee or tea for them
talk to them, interact with theén. | f
they're being goofy or the next day
they're horsing around or the next day
they are upset because they have a
problem and they wanterto tell me
about it, | listen.Sometimes a situation
has happened in their life and then | go
and tell them a directiothey can take
(PersonalcommunicationNov. 7, 2019,
2019,Lines 36-39).

Fromfield observatios, | havewitnessedartists

specifia | | 'y request Fotoi s0 a| Figyre 54: van Duffelen, E. and
example Neil Clifford would wait all week until Yarmol, C. (2019)Lois. [Felt tip

. . - marker angencil crayon on
Lois cameinto CVSon Thursdays foner ability cartridge paper

to carefullyoutlinethe shapes on his paintings
the way he likd it; herequestdher expertise for adjustment of part@ubareas of his woriN.
Clifford, Fieldnote, October 31, 2019) believe thisrelationshipis alsodue tohow Lois
approacheand responds tNeil who was consistentignaking specific requests about particular
sectionsof hisworkL 0 i s 6 ¢ a | andfatesedsppraacto each situatiomade Neil
feel confident andecuran asking for her suppart
Steve(PersonakcommunicationSepemberl9, 2019)acknowledges that sometimes he
workedwith volunteers who help with his idea generation, composétimhimage searches:

Il f | canét think of an i mage andoskefcht hey a
out what | am I ooking for as best they <can
are sketching andHe points down at the table and theoimts up to his head with two
fingers.]thinks of what it isthen he will try and help me find théae umm correct
version of itin a photographTo help me out as best as he can (Line 71)
A singleinstructorwasnot enough to manage groupgser or noreartists with CIDs thus
volunteerswvereavery important part of a studio environment
Pina suppordthe artists witltheir material needs, repedthe directive given by the

instructor and socially interaed with artists about everyday occurreac&he sad, nWel | |, I,
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come into actually soalize with them or help them with their paintings if they @kRarci,
personatommunicationNovember 7, 2019.ine 13) | viewed Pina supporting the SWACA
crew who @me in weekly for art programmind?ina fabitually offeedverbal encouragement to
someparticipantsvho requirel consistent guidance to stay on taslassistance with their
physical supports Several of the artists from this group reqdiveeto-one support with their
art makingprocesss(Fieldnote, November, 2019)
Beverlywaspr esent i n t he ssteuediinog wahl akti nega cahr opuenrds,
3) to assist the artists in any way possible such as helping thieacgécordraw, cleaningtheir
brushes ochanging theiwvatercontainerstying apronstrings cleaning upor if they are in a
particular stegby-step painting class helping them to follow the instructions (Line 2).
Overall the longtime volunteers undesbdtheir purpose in the studwas helping the
artists reah theirfull artisticpotential without undue influence or intervention (Lige, 2011, pp.
7375). Theycudi nt o the requests for support from t hi
intentions and understanding of the lessons. They also resptonithe directives othe class
instructor deferring to him/her/them when specific questions about technique, composition or
style come into play.
It wasimperative for volunteers and instructors to develop an ability to differentiate
between participgns 6 f uncti onal inability to perform a
an instruction or physicalisability or lack of confidencelf the staff ecognize the queries of
the participants and their genesi®en they ould better support or redict the artisgso that
participants ould complete pieces independently, truly callthg resultheir own artwork.
Vol unt e er s dnderstargdip couwdbe achiesed by getting to know the participants
learning about their personality traitad working with them bypatiently offering repetition of
instructions and verbigl encourging thembeforerushingto touchor altertheir artwork.
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How the instructor supports the artists

From Lois® per sedthect i v e

artists advice aboubmposition and colour in their
paintings PersonalcommunicationNovember7,
2019,2019,Lines 4950) orofferedfi wggestions
on what pictures they makeant to paint or if
they are stuck for ideasgqg
new work. Pina s& that Haold, i Gui des t
lesson giving stepy-st ep i nstruct.i
Fieldnote November20, 2019)teacling the

classes in a gradual, unhurried w&jgure55).

o

Figure 55: van Duffelen, E. and
Beverlystatal that Harold the instructpr At r i e { Yarmol, C. (2019)Pina. [Felt tip
marker and pencil crayon on

expand what they are already doing [Hands cartridge paper

move outward from the globe position.]. Hedrie
to see how far he can open them up to itmas (Lines 3B 8 ) BewerlyofferedDonna as an

example claiming that Donngsed to draw stick figures with a pendilt that Harold

encouraged her to eapd her drawingby add clothing, hair and expressioRe(sonal
communicationNovember 7, 2019,ines3943) . A Since that shdeesdoes
amarvellous jotbut, he opened uperhorizons for hefL i n e Bevelly.aléo clairadthat

the facilitator /instructooftenhas a heightened awareness of the personal issues the artists are
facing and how these issues affect their moodesndtionallysupporedthemaccordingly

(Lines 4850).

Studiosuccesseand challenges

When askedo shareh e pr ogr amd s ,goisarsweeds the fréngtlesmarg t h s
getting people togethett is an environment where everybody is acceptéderybody is happy
to be here.They seem to enjoy what they're daingmmmm. They are proud of their wark
(Personal conmunicationNov. 7, 20192019,Line 53)

One day aCVS one of thaartistsnot in the study mentiongtlatthe showCheersa
19821993 sitcom where the characters shared their experiences and lives witkheaahile
drinking or working. We discussed how CViS somewhateminiscent of Cheers TheCheers

theme songhorus rang out:

suppor
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Sometimes you want go whereeverybodyknows your nameAnd they're always glad
you cameYou want to be where you can sé&ée troubles are all the saméou want to
be where everybody knows your nariiéhere Everybody Knows Your Namaritten by
Gary Portnoy andudy Hart Angelpandperformed by Portngyl982).

| thought that this pop culture comparison \yagean emblematic way of the sieribing the
atmosphere created by the participants, volunteers, instructors and facilitator at@X&was
a reatlife version ofCheersonly the beverages of choieeerecoffee and teal

Beverly asseddthat the biggest succeasCVSwas, i 8eing them all come inere and
they're excited to come in to makeggifPersonalcommunicationNovember 72019,Line 53).
Pina believd that the program's greatest strengtist hat , A The art hel ps mal
empowered that they can do somethimapderfub Pefsoral communicationNovemberz,
2019 Line 21). Pina hdwwitnessed the broad rangeastwork producedh a variety é classes
and the positive responses agisave totheir creations

Thep r o g rclaaltedgesverethoughtfullyexpressed by the voluntse=r om L oi s 6
viewpoint the challenges of the program inclddeveloping positive relationships with the
artists and otherolunteers fiSometi mes you're getting peopl e
that so you have to tell them look...so itsstress free zorte ,nd ewerybody's accepted so you
can't, you can'say [Loisraises her shoulders up and then down.] or do somatlastgabaut
somebody else in the programz that's not Wwatthe program is all about [Louis has left hand
makes a slashingiotionin the air] Those are the challengéersonakcommuniation,
November7, 2019,2019,Line 5456)! ©

From Pinads mredtestthallerdgeay i @evo inmeni caé i on s ome:!
because they are trying to understand and somettheskind ofg et f r WPPsBamciat ed o (
personacommunicationNovember 7, 2019.ine 23). Severaparticipantgequirel additional
communicatiorsupports.l withessedP?inausing her sense of hummoand simple language to
slowly breakdown thesteps of an art tagkeginning with the preliminary contoline drawing
until the workoés fruition as &andegrasghe dequente r e q u i
of steps involved in thart making(P. Baruci, Fieldnote Septembe23, 2019).

Beverly said that learnng about the variety of personalitiesutd be challenging for a
volunteer. Some peopléddhot want your support, they wawatto betotally independent.
Beverly gavethe example of one participant in the Monday class whanbedhighly agitagd if

you evenmovel to help her PersonatommunicationNovember 7, 2019,ine 62). She
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explanedhow she hdlearned to manage the artsten whershe savihat shewas struggling

AYou wait for her to say she needs helpd | say  @ld/gou like meto give youa hand for a

sec [Beverly makes a slow, flowing motion with her hands to the left side.] (LiRé6Bgverly

notedthat sometimes the clients of CVS have endured terrible injustices thiegrbeave been

taken advantage of (Line 78) atidt these incidda sometimesamne tolight in the safe

environment of the studio. Beverly repaithat she informs the facilitator immediateiyren

she learns of a particular incident that upsets the participait because he' s i n a |
respondiility. He runs e placeand he can do something aboot it ( L i! AMAéhen &@ividuals

with CIDswerecomfortable with their surroundings, truths about their daily wesld

periodicallyemerge; they requideadditional support to cope with aspectshair lives thatvere

troubling.

Suggestions formproving the program
When asked about what she beligeeuld be improved in the program, Lois is itest
to answer. Shdid not feel as a volunteer thatvasherplaceto commentonthe t udi 00 s
program howeverhedidcommena b out t he pMaybe aldtle bit wslgy lbecaase
we have more people coming in with wheelchairsmndb i | i ty devices and whe
(PersonalcommunicationNovember7, 2019 Line 58).
Both Pina andBeverly aw nothing to improe with the program and silentthe
guestion believing itvasfreally not theij o to @riticize the progranfP. Barci and B. Gordon,
personatommunicationNovember 7, 2019 They felt that they were there to support the
participants arinakingandtha r t 1 nst r uct @rogras whike atthb samgtime f t h e

learning and socializing with others in the community

Sharingtheir learning and end points of interviews

The volunteers were asked to share something thetleamed from their expences
wor ki ng at CV%eah acthalyy ipeopleswitheintetiedtual disabilities, they are like
everybody else [She says nodding her heakthgy have their feelings, ¢ir ups and their
downs. They're no different than anybody elSh¢ nods heneadup and dowr] (Personal
communicationNovember7, 2019 Line 61)0 | believe that thi®bservation about peopless
trueespecially whem consideedand comparethe workplace dynamics where | am employed.

Volunteering at CVS had an impact om& Coming to the studio Hanade her feel

wantedi They appreci at e meuztheysiake e féelijustdéike bowini ng her
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make t hemtfheegl faessliéefd i ke they are al wisys aski
thesame, feel like wetomed. Makes me feel goodefsonalcommunicationNovember 7,

2019 Line 27)0

Beverlyelucidated

I've learned more than | give [Benly says as shegntsherright hand to her heartl]

you knowé . Line 36) [Makes a wide mougldl expressiorand pausefor 3 seconds then

answerd. | t i s simpte.defore | would come in heée you havepeople say you

know they have intellectual or physicaldisabi t i esé but | have | ear
ever done.lt is amazing some of the talent that thesistarhave.They would make you

and | look like chopped liver [Bevly moves forward as she saysstphrasq (Personal
communicationNovember7, 2019 Line 86)!

Firstly, Beverly communicatéthat he artwork of the artists workireg CVSwaswonderful ad
unique It wasnot the art of the people with disabilitjéisis fisimply arb. Beverly foundan
example of an artist to prove what shass ay i n g, ALIi ke Neil ' s,hdrawi ng
could go anywhere in the city and he would come back armbtld draw the area of the city he
was in right down to the coffee shop the grocery store the building he was inffrAmaxing
(PersonakommunicationNovember7, 2019 Lines 8992)'0 SecondlyBeverlyasseed A They
need more places like thésudio, and they need more caring people to look out for them so that
they don't get into trouble or so that people don't take advantaigenof102)0 Thirdly,
Beverly astutely mentiedthe age group of many of the participants whose familere
passnpway (Line 103) and Athey have nobody out
(Line 104).

Although the perceived end point (Speetbersel, 2010) of the interviews was to learn
about studio suppatfor people with CIDghis end point grew to bperipheral to the central
ideathat people with CIDs should be treated wigbpect and dignitijke everyone else through
calm, attentiveand nonjudgementahttitudes A clear appreciation and admiration of the
artistso amenoinallartesk erheogeddfronethetingerviewsrom these
interviewsthe ideahat CVSwasasafe and secure horavay-from-home br many of the
artists It became apparent that the studio wapexial placdbecausd ot h t he ar ti st s o
personalitiesvereencouaged to flourish in a way thatdi were not encouraged @anormative
public sphere The comfortable community of friends and colleagues at @&§obvious in the
volunteer sé di s c-6akndd creativdcamaraderieheridiviereartstt o

participantsverenot onlyart makingbut socializing laughing, conversindearnng and
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collaborating. Theseinterviews with community volunteemsdicate that thartists at CVS are
actively engaging in a mode of cultural citizenship within tieisinunity.

Interviews with parents.
Just like volunteers,gvents and familgaregivers plagda prominent role as support

mechanisms for people with CIDs. Over the course of the interviews, participants made active
mention of both their living and theiedeased parenésd supportive family member$arents

the main care giveyoffereda plethora of information about community engagement in

programs. Two participant&mily and Sabrinss poke about their anot her s¢
making | contated both Laura Parsonson and ABiaonyirequesting interviews to gain a

br oader insight about attiakingexperieneeslsaurad’arsohsbrei r ¢ hi
(PersonalcommunicationNovemberl7, 2019)the mother of Emily Parsonsamdretired

TorontoDistrict SchoolBoardeducator, has been involved with Community Living for 36 years

She has acteals an advocat®er her daughter anfbr community programs including being a

Community LivingTorontoBoard member Laura hasvitnessech rangeof levelsof service

delivery. Anna SimoneRersonalcommunicationOctober12, 2019) whos@3-yearold

daughter Sabrina just left tsecondargchool system 2 years ag@assearching for

programming for her daughter. She accompmhS8igbrina to the progna acting ayvolunteer at
theCVSclassesnentoingt o i ndi vi dual ar tThethirdindiviuglSabr i nads
Shannon Groom,did numerousoles shehad been an instructor of arpad class at CV,%&

drama instructor at SWACA, a support workeCaimmunity Living Toronto, and/asa parent

of a child with an intellectual disability. Thmesentation of the majority of thi@dings from
Shannonosleimtiemstirewct or 6 s mhewever, abrief exterptohthes di s ¢
interviewis presented in thinterviewswith Parentss e g ment as it speaks to
desires for their children with CIDs as they aggto Visual Art and RrformingArts programs

The operended questionsoged are listed iAppendixT however these iBtviews weremore
casuakonversationsl communicatd Laurad a n d  Amgp@n$es to the questions

individually in a storied fashion to deliver cohesive accewftheir narratives.
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Laur a P a wviewohpsogramd s

As mentioned in th€onsider Thmselvedo
be Artists section Emily has a very busy weekly
program in the community artfined herself as an
artist. Thiswas becauseaura (Figures6) wanied
Emily to have an active life aneéjecedthe idea of
Emily sitting around at home. Earlythe interview
Laura silencd that itwasdifficult to program for and

manage individualwith CIDs as theraverecopious

supportrequiranents. Sheayethe example of

chauffeuring Emily to the scheduled activitielses Figure 56: van Duffelen, E. and

broughtit up later on in the intefew. It was Yarmol, C. (2019)Laura.[Felt tip
marker and pencil crayon on cartridge

important to nte thate mi | y destonzlass at paper, 8in x 11nj]

CVSwasjust a very small part of héull array
weekly activities.

When asked about her experience at CVS Laaidtlsat the programaeregood but not
long enough. Recently Laura neddemily to be engaged for more than a #aaur time block
so that Laura couldare for her ill sibling. This longer engagemesash ow Emi | yds art
company, mentioned i@onsider Themselvés beArtistssection,Emily Parsonson Productions
got started h@ Bas making extra cards with somebody from the studio because | needed her
busyéShe has busi ness c acoohgetetstraagersvehblavefnd i ps ou
interest and carries them in hergel PersonatommunicationNovember 17, 201%ine6 ) o .
Art makingwasso integrated into her routine that she créat¢éat home on a regular basis.
Laura sa that Emily hal sold a lot of cards but h aitt,6 si a pi ttance of mone:
actual amount of money it casto keep something likeoling because you have to buy so many
supplies Anybody'swho hasever taught art knows there's no money to be made so this has
nothing to do with making money and everything to do with empowermergranadiraging her
feel good about herself (Line@)

Artist asself-concept
Laura acknowledgbE mi | y6s sel f ¢ on-mtagh Laurasst aatne sa,r tiils tt

we may have tipped the scales TOO FAR because she really thinks she's all that [Laura
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emphasize3O0 FARwith an elevated volumé&he chokles]! Sheds prettyocreat.
Laura sa that Emily definitely considers herself an siitiand she shaten anecdote that
happened whil&mily was getting helnearing aids fixed. Emily told the audiologist technician:

Al "' m an aays$inashighef pitched vacéline 12)0
And he saylnel3foOh gr eat

EmilysaysiYes, my work's been compared to Jack:
The guy says to her, [Laura | au(@ihesl5?0 God h
AndthenEmily my daughter who is not particul ar/
know who Jackson Pollok i s [ L auraanbds hveori ceey erbirsoewss r i s e

And then she wasn't particularly sensitivekiod, so | gave her a hard time when she
came ou(Line 17).

Emily would share with anyone whoawuld listen that shevas an artist and that sihal
her own companygmily Parsonson Productions

Availablestudio supports
When asked about how the instructors SUpP G

—nd 2
Emi | yo6s st Ilaurc’.ﬂﬁ(iﬂI than.the \é,{\\\\\ \"’ /

instructorswerevery patient with her andiéd to
teach her skills, like lighting;olour theoryshading,
or how to create thregimensionality(Line 21) She
showeda painting Emilycompleted of her faugite
show,Dancing with the Star§~igure57). Her frt is

very interesting and lovely and bright and colourful

but fairly rudimentary but this oge [Laura points to

the backgroundf a colourful paintingvaving her

Figure 57:Parsonsork. (2019).Dancing
hand back and fortRigure V.]. |  d knovwbwhat with the Stars[Acrylic painton canvas,

you cal | s¢péctive (Liner2® &heyenust have been working on perspective because
that isn't something that would have come naturally to her because she normallywmaints
dimensionally (Line 23) When the parentddlittle knowledge offormal artterminology
she/he/theywerepleased that some basic art instructiasdone at the studio.

Thefundingprocess
When asked about the familyds experience w

with respect to othdamilies Laura knewtheywerea privilegedfamily because both she and
her exhusbandvereretired teachers | cariiget her everyday to somethiirgz | got the gas, |
got a car and | got the money odumd40! Emilygotm r et i
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