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EXECUTIVE SUMMARY OF AUDIT AND PROPOSED STRATEGY FOR 
OPTMISATION 

 
Summary of audit findings 
 
Service delivery by the DACST initiated community arts centres is uneven and, 
except for the libraries, most centres are under-performing in terms of programme 
objectives. In an audit of 27 centres and a national workshop of key stakeholders it 
was found that problems existed in at least eight areas: 
 

1. Policy and implementation: no policies exist with regard to the centres except 
general ones pertaining to service Provinces accepted responsibility for the 
sustainability of the centres, but struggle with implementation due to arts and 
culture being concurrent competencies and lack of human and financial 
resources.  

2. Capacity building: capacity is inadequate in the areas of institutional 
development, management, skills, support services and monitoring and 
evaluation, and capacity building services are not seriously used. A planned 
national training programme has failed to materialise. Several centres have 
remained closed. 

3. Contextual analysis: stakeholders have limited understanding of the sectoral, 
political, social, economic and environmental contexts in which the arts 
centres operate. 

4. Service delivery: arts centres experience problems with regard to satisfaction 
of demand, programme management, appropriateness of facilities and 
services, skills development and funding. 

5. Linking older and recent arts centres: by ignoring the older arts centres 
DACST and the provinces have lost opportunities for learning from their best 
practices. 

6. Partnerships and networking: Arts centres largely operate in isolation and lack 
the advantages of partnerships with government, HET institutions, other arts 
centres and community centres, NGOs and the private sector. The 
Department of Education is reluctant to use the centres for their educational 
needs. 

7. Ownership and community participation: Although ownership of buildings is 
contractually determined, responsibility for management and service delivery 
is often unclear and community participation is uneven. 

8. Funding and repackaging: Existing funding is inadequate and centres struggle 
to attract funds additional to government investments. 

 
Proposed strategy 
 
A 3-phased strategy for more effective and sustainable arts centres appears in 
section 16.   
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1 INTRODUCTION 
 
The Department of Arts, Culture, Science and Technology (DACST), as well as civil 
society initiatives such as the National Arts Coalition (1993) and the Arts and Culture 
Task Group (ACTAG, 1995) have identified community arts centres as important 
institutions for cultural development in marginalized communities. In 1996 DACST 
initiated the establishment of 42 arts centres through its Culture in Community (CIC) 
programme. The aim of these centres is to provide communities, art organisations 
and individuals with opportunities for participation in artistic, craft and cultural 
activities and receive training for purposes of recreation, cultural enrichment, social 
development and income generation. Unemployed youth was viewed as a major user 
group and the programme was funded by the RDP Youth Stabilisation programme to 
a cost of R50 million. 
 
At the request by DACST all nine provincial MECs for arts and culture submitted 
proposals for arts centres, selected sites and coordinated consultation with local 
stakeholders, including community organisations. Through a Memorandum of 
Agreement provinces accepted the responsibility for maintenance and recurrent 
costs to ensure sustainability of the centres. DACST funding would stop after 
completion of the infrastructure. No funding disbursements were allowed without 
contracts that ensured sustained provincial and local government funding. Training 
support would be coordinated at a national level, but based on provincial plans. In 
most cases provinces negotiated with relevant local authorities to locate 
responsibility for the centres within municipalities. However, due to arts and culture 
being concurrent competencies, the requirement for funding of recurrent costs was 
omitted from memoranda of agreement between provincial and local government. In 
a number of cases municipalities accepted only the responsibility for maintenance of 
the physical infrastructure and a single post for the manager or caretaker. 
Appointment of staff and provision of programme funding varies between provinces.  
 
A project manager was appointed at the national level, while provincial co-ordinators 
were responsible for overseeing the projects at provincial and local level. The original 
business plan made provision for a monitoring and evaluation team, but this did not 
realise. The CIC programme resulted in the construction and upgrading of 41 arts 
and culture centres in communities throughout the country. The facilities range from 
small libraries and community halls to crafts production and retailing hubs 
(Addendum A). 
 
Today most of the 12 libraries function effectively, due to their inclusion into well-
organised line function departments at local level and the allocation of trained 
librarians. Furthermore, the libraries address well-identified needs among youth, such 
as access to books for learners and activity rooms for the general public. The 
libraries’ activity rooms are frequently used for story telling and other cultural 
activities and meetings of community organisations. Local main libraries oversee the 
quality of service and the addressing of identified needs. The established relationship 
between provincial and local library services also contributes to the effective use of 
these libraries. The libraries are examples of good partnerships in which a national 
department provides facilities, province provides books and staff and local 
government provides maintenance and support. In some cases, local politics 
negatively influenced operations, but existing departmental structures can address 
these problems. 
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Two of the three community halls in the Northern Cape (Upington and de Aar) are 
also managed effectively as they fall directly under the municipality and have to be 
rented by users, although no community programmes are offered. The third hall, in 
Galeshewe, is not used mainly due to ineffective location and vandalism. The 
travelling theatre in the same province is used in a highly effective way and reaches 
thousands of people in communities that would otherwise not have access to cultural 
activities. 
 
However, the real arts centres perform unevenly. Some centres do well, particularly if 
limited budgets, location and socio-economic circumstances are taken into 
consideration. For example, Simunye Art Centre in Kwanokhuthula (Plettenberg Bay) 
delivers many services, from an active gym, a community policy station, a post office, 
a library and a place for rehearsals at night. The Bayworld Museum amphitheatre 
accommodates thousands of learners each month for presentations, while craft 
people are using the museum’s entrance for sales during peak season. District Six 
Museum is visited by thousands of people annually and has become a cultural 
beacon of historical importance. Mphatlalatsane Theatre in Sebokeng offers 
rehearsal space to local drama groups and schools on a daily basis while Zamdela 
Arts and Culture Centre is known for its dance performances. Other centres, such as 
Thohoyandou, offer short courses in the arts to local youth and unemployed people 
and organise cultural events. Furthermore, several other centres have a high 
potential for sustainable service delivery if technical and initial funding problems can 
be solved. For example, Matsulu and Indonsa centres can earn considerable income 
through tourism. 
 
However, at least half of the centres experience problems with sustainable service 
delivery as a result of inadequate constitutional competencies, legal wrangles, low 
capacity of stakeholders, and a lack of resources and appropriate services. Some of 
the centres, like the Mabopane Resource Centre and those in the Eastern Cape, are 
not operative, while others, like the Amapondo Arts and Culture Centre, have been 
beset with resource problems, and particularly funding. Although these problems are 
serious, it must be remembered that most centres have only been opened within the 
past two years, and have received virtually no initial capital for service delivery. In 
general managers are willing to initiate activities, but are constrained by lack of 
support. 
 
Late 2001 DACST initiated an audit of 27 arts centres, which was based on postal 

questionnaires, and to make recommendations to ensure their sustainability.
1
 Only 

13 completed questionnaires were received back despite intensive communications 
with provincial and local managers. A draft report was submitted to the Portfolio 
Committee in January 2002. Subsequently the department requested the HSRC to 
complete the audit and propose a strategy for sustainable arts centres. Fifteen arts 
centres and one library were visited for discussions with management and other 
stakeholders. This information was used to produce a draft audit report in March 
2002, which was structured as follows: 
 

 Description of research methods. 

 An analysis of the capacity of the centres, including problems experienced and 
proposals for capacity building programmes. 

                                                 
1 The other 15 centres are libraries and community halls that offer selected services and are 

managed by trained librarians or caretakers. They have been excluded from the 
investigation although they may benefit from some of the recommendations that are made in 
this report. 
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 An analysis of service delivery by the centres, including problems experienced 
and proposals for improved service delivery. 

 A discussion of two alternative models for community centres, being arts and 
science centres and multi-purpose community centres, in order to extend a 
sustainability strategy for the arts centres. 

 
The draft audit report was used as a discussion document for a national workshop at 
the BAT Centre in Durban on 25-26 April 2002 in which 45 stakeholders from arts 
centres, government, NGOs and educational institutions participated (Addendum B: 
attendance list). Existing older arts centres, such as the Community Arts Project, 
Afrika Cultural Centre and BAT centre, participated to share their experience with the 
representatives from the DACST arts centres. Several participants produced short 
papers on issues in which they were specialists. The workshop proceedings and 
short papers have been integrated into the current report. The second draft report 
was circulated among participants of the national workshop and some feedback was 
received, which was generally complimentary. Good critical comments were received 
from DACST staff members. In addition, DACST archives were consulted for further 
information. This input has been used to finalise the report.  
  
After the workshop a meeting was held with representatives of the Flemish Office for 
International Co-operation and Technical Assistance, which was in the process of 
creating linkages between the DACST arts centre programme and their own cultural 
centres. It was agreed in principle that the two projects should link up and be of 
mutual benefit. During a visit by three Flemish experts the Thohoyandou, Ntuzuma 
and Stable Theatre centres were visited and discussions held with stakeholders. A 
logical framework and business plan are in preparation through a bi-national task 
team and its consultants, and should lead to a three-year co-operative project. It is 
envisaged that the capacity building programme of the Flemish-SA project in three 
provinces is extended into the other six provinces through the DACST co-funding in 
the bi-national project. 
 
DACST is presently investigating the role of community arts centres in the Moral 
Regeneration Movement. Content-wise the programmes at the centres can easily fit 
the requirements of the MRM, although this should be paired with capacity building of 
the arts centres’ management to implement these MRM programmes. 
 
Two other initiatives with regard to community centres have been linked to the 
current project: Arts and Science Centres and Multi-Purpose Community Centres. 
The proposed development framework makes provision for co-operation in both 
initiatives. 
 
This report is limited as it is based on interviews, questionnaires and workshop 
participation. However, commentators suggested that the analysis is sufficient as a 
basis for a business plan for further research and development over the next three 
years, with an emphasis on the development of capacity building and service delivery 
programmes. The report ends with a proposed strategy for the optimisation of the 
arts centres. 
 
Although only a representative number of arts centres has been analysed it is clear 
that the arts centres’ situation and conditions vary widely. The internal dynamics and 
local contexts of the arts centres tend to increase this diversity over time. Strategies 
for sustainability will thus vary in complexity and nature. No single formula will 
provide a solution. Yet, a few main strategic options have been selected to guide the 
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process forward, in the understanding that they are key to sustainable community 
arts centres. 
 

2 RESEARCH METHODS 
 
2.1 Survey audit 
 
A questionnaire covering a number of issues related to management, funding, 
organisation, service delivery, infrastructure and networking was distributed to all 27 
arts centres and the provincial offices (Addendum C). Despite regular 
communications with stakeholders at provincial and local level, only 13 completed 
questionnaires were returned. This may partly be explained by the fact that several of 
the centres are not yet operating, while others are town halls and a truck.  The survey 
posed several limitations. First, it reflected perceptions and opinions of local 
managers, which may result in bias to ensure a favourable picture. Second, due to 
the large number of issues no detailed information could be obtained. Third, limited 
qualitative information could be obtained, e.g. about management capacity or 
success of programmes. Subsequent interviews were used to balance these 
limitations. Fourth, the omission of libraries in order to save costs also precluded any 
insight into positive developments that occurred there. The proposed strategic plan 
provides for a more inclusive and in-depth investigation concurrent with the roll-out of 
MRM programmes. 
 
2.2 Interviews of stakeholders 

 
The following arts centres and related institutions were visited for interviews with 
local stakeholders in order to obtain more detailed information on the arts centres: 

 Solomon Mahlangu Freedom Square arts centre, Mamelodi, Pretoria 

 Thohoyandou Art Centre, Thohoyandou 

 Mphatlalatsane Theatre, Sebokeng 

 Zamdela Community Arts Centre, Zamdela, Sasolburg 

 Thabong Community Arts Centre, Thabong, Welkom 

 MTN Science Centre, Cape Town 

 Community Arts Project, Cape Town 

 Guga s’ Thebe Arts Centre, Langa, Cape Town 

 Simunye Community Arts Centre, Kwanokuthula, Plettenberg Bay 

 Bayworld Museum, Port Elizabeth 

 African Cultural and Community Development Centre, East London 

 Mdantsane Arts Centre, Mdantsane, East London 

 Mdantsane Multi-Purpose Community Centre, East London 

 The Playhouse Company, including the Stable Theatre, Durban 

 The BAT Centre, Durban 

 Indonsa art centre, Ulundi 

 Lynville Library, Witbank 

 Department of Social Welfare, Western Cape 

 Cape Town Metro Arts and Culture department 

 Iziko National Art Gallery, Cape Town 

 Cape Technikon Design Institute 
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The manager of the above centres and representatives from local government and 
local art organisations were invited to attend the interviews. In several cases 
members of the board and local artists attended. At the Playhouse, Durban, 
representatives from province and the Durban Metro attended as well. 
 
The interview schedule was based on the questionnaire but amended to suit local 
conditions and specific needs of local representatives. All interviews were recorded 
on audio- tape. However, as none of the stakeholders that were involved in the 
original planning of the arts centres, had remained part of the centres involved, and 
could be interviewed, a comparison between original planning and present situation 
was difficult. 
  
2.3 Additional information 
 
Additional information was obtained from DACST staff members who were involved 
in the arts centres and arts management training programmes. Furthermore, 
previous research on community arts centres by the HSRC was used to structure the 
audit and this report. 

 
2.4 National workshop 
 
The objectives of the workshop were to  

 bring a variety of experts and practitioners from arts centres and the 
related cultural environment into a workshop for sharing information and 
experience; 

 develop a strategic document for the optimisation of arts centres; 

 develop a framework for a business plan for optimisation; 

 agree on cooperation for the production of programmes, projects, 
guidelines and manuals; and 

 establish partnerships for the implementation of the strategy. 
 

Although the workshop itself did not produce a strategic document or a framework for 
a business plan, the discussions and information produced enabled the production of 
the current report. However, it must be mentioned that the participants put much 
more emphasis on capacity building and locally-planned programme funding than 
emerged in the final strategy. The latter was largely determined by political 
imperatives within DACST, including the MRM initiative. The report was sent to all 
workshop participants for comments before being submitted to DACST as a strategic 
document. In principle, workshop participants agreed to continue their involvement 
through provincial meetings of stakeholders for wider consultation during the 
subsequent research and development process. Participants requested that similar 
workshops should take place annually, probably through a national federation of 
community arts centres. Several participants indicated an interest in the production of 
guidelines and manuals.  
 
During the workshop the following eight core issues in the empowerment of 
community arts centres were identified, prioritised and unpacked: 

1. Policy and implementation 
2. Capacity building 
3. Contextual analysis 
4. Service delivery 
5. Linking older and recent arts centres 
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6. Partnerships and networking 
7. Ownership and participation 
8. Funding and repackaging 

 
These core issues were used to structure sections 3-11 of this report. The findings of 
the discussions have been integrated with those in the first draft audit report and 
informed the proposals for sustainability strategies. Section 16: Development 
strategy is the result of discussions of the draft report within DACST and the 
combination of the research findings and emerging political imperatives. 
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3 POLICY AND IMPLEMENTATION 
 
3.1 References to community arts centres in policy documents 
 
Community arts centres have been discussed as important cultural institutions in the 
publications produced through the National Arts Initiative and National Arts Coalition 
(1993) and the Arts and Culture Task Group (1995). The White Paper on Arts and 
Culture (1976) refers to 

 “the development and extension of community-based arts education structures” 
(Chapter 4, par.30); 

 the need for educators to establish linkages between the formal and 
community-based sectors (par. 36); 

 the improvement of infrastructure in urban and peri-urban townships through 
the development of “multi-functional, multi-disciplinary community arts centres 
through a number of pilot projects” (par 52). the expectation that centres will 
create work opportunities for artists, generate income for local communities and 
improve the quality of life at local level by providing access to international, 
national and local artists in all disciplines (par. 53); 

 the role of the Ministry in the development of partnerships with the private 
sector, provincial and local authorities, the international community and various 
local communities (par. 54); 

 the promotion of arts and culture education and training as well as arts 
management training in the formal and informal education sectors (par. 56); 

 audience development through community arts centres (par. 60); and 

 in terms of international cultural cooperation the Department’s prioritisation of 
arts management training and research and cultural exchange programmes 
(Chapter 6, par. 3). 

 
3.2 Lack of policy since 1996 
 
From the beginning policy and other DACST documentation clearly stated the 
temporary involvement and responsibility of DACST. Provinces would remain 
responsible for the sustainability of the centres after completion of infrastructure. 
However, these policies have not been formally extended or clarified. The 1997 CIC 
document explains the process through which provinces had been involved in the 
selection of sites and what criteria had been applied. DACST channelled RDP 
funding for basic infrastructure, while the relevant provincial or local governments 
would meet recurrent expenditure and maintenance. All provincial business plans 
contained a clause that DACST would not reimburse funds without such contracts.  It 
is not sure whether provinces drafted policy on these issues, but annual budgets 
reflect costs for arts centres in all provinces for at least 1998-2000. Provincial 
business plans would provide for training and human resource development and 
participation by the community and the disabled. Crucial issues, such as linkages to 
other sectors were indicated but no provision was made for the operationalisation of 
such relationships. For example, the obvious link between formal education 
departments and the centres is not developed. In several cases informal working 
relationships exist between arts centres and their neighbouring schools. No 
subsequent public policy documents or guidelines have been produced. Although the 
national coordinator provided excellent guidance to provincial and local authorities, it 
occurred through personal interaction between the project manager and provincial 
and local stakeholders rather than the application of clear policy and strategies. As a 
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result most provinces are defaulting — at least partly — on their responsibility it is 
difficult to convince provincial offices to execute their responsibility in a proactive way 
and to foster sustainable partnerships with local government. KwaZulu-Natal is the 
only province with a substantial allocation for the arts centres. 
 
3.3 Ignoring past experience 
 
Existing arts centres that had been part of the struggle for many years and had 
gained valuable experience in management and service delivery were largely ignored 
in planning and implementation. As a result many mistakes of the past were 
repeated. In a similar way little notice was taken of international experience in 
community arts centre development as well as local initiatives in policy making, such 
as the formulation of the Cape Town and Johannesburg Arts and Culture Policies.  
 
3.4 Lack of intersectoral linkages 
 
It is not clear to what extent provincial and local government have integrated the arts 
centres into their relevant policies. It seems that the potential contribution of arts 
centres to other sectors is ignored in Integrated Development Planning (IDP) 
processes. Few education departments have established effective linkages between 
their own formal institutions and the arts centres. No policy exists with regard to 
cooperation between the formal sector and the centres. Surprisingly, the DPLG is 
initiating several arts and craft centres at local level under their LED programmes. In 
some cases these centres are near DACST centres, such as Utrecht and Piet Retief, 
but no contact exists between the centres. 

 

4 CAPACITY OF COMMUNITY ARTS CENTRES 
 
The arts centre audit revealed many problems and weaknesses with regard to the 
capacity of arts centres to fulfil their stated and assumed roles. The interviewees and 
workshop participants viewed capacity building as the second most important 
challenge. Many respondents interpreted capacity as management competence, but 
it should include other aspects, such as governance and institutional structures and 
style, individual and organisational attitudes and values, experience, financial and 
other resources, infrastructure and access to networks.  
 
4.1 Operational status 
 
Of the 27 centres 15 operate on a daily basis although frequency largely depends on 
available funds and expertise. In several cases the centres are accessible full-time 
but offer only a limited number of services. The community halls in De Aar and 
Upington operate according to user needs and the travelling theatre of the Northern 
Cape operates full-time but in different places. Nine centres were not operating at all, 
although they had been officially opened. 
 
 
 
 
4.2 Location 
 
Nineteen arts centres are located in a previously disadvantaged community or 
township, or are accessible to disadvantaged people, while seven are located in the 
centre of the old town. One centre is a travelling truck.  
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Site selection tended to highlight the tension between the need for social and 
economic empowerment. Social empowerment requires the location of the arts 
centre near the community, i.e. in the township. However, this usually places the 
centre outside main tourist routes and market areas. Perceptions about townships 
among visitors are often negative due to safety problems. Most townships lie outside 
tourist routes. Production for employment and marketing requires a location near the 
markets, e.g. tourist spots, shopping centres, sales points. Funds for developing 
venues in both locations were not available, and the management of a double venue 
is difficult. In addition arts centres within townships may be unable to serve peripheral 
and rural areas, as poor people cannot afford transport, while centres themselves 
cannot afford to provide outreach programmes. The establishment of links between 
the social and economic development imperatives is one important challenge to 
stakeholders in the centres. 
 
4.3 Institutional capacity 
 
4.3.1 National level 
 
Weaknesses in institutional capacity exist at national, provincial and local levels. At a 
national level policies related to community arts centres are underdeveloped and/or 
mainly left to other national and provincial departments, which are responsible for 
local service delivery, e.g. Department of Provincial and Local Government (DPLG) 
or Department of Education. However, interaction between the departments is 
inadequate for impacting on the centres. DACST is severely understaffed and some 
officials lack experience in public service management, financial management and 
project management. Staff turnover in DACST seems to be generally high, partly due 
to workload.  
 
Many respondents questioned the commitment of DACST to make the centres 
survive. The centres do not feature in the 2002-5 DACST strategic plan and the 
current budget does not make provision for the operation of the centres. This indeed 
is not DACST’s responsibility, but the general feeling is that costly investments will be 
lost if the centres are left to the provinces or local authorities. 
 
4.3.2 Provincial level 
 
In several provinces capacity seems inadequate for the particular challenges of 
community arts centres. Some respondents in the Free State and Eastern Cape 
questioned their MEC’s interest or knowledge of art institutional issues. As a result 
planning and implementation for arts centres is scarce at provincial levels, where  
guidance should be strongest. As art is a concurrent competency provincial 
government usually has to continue funding part of the local centres’ recurrent costs 
in order to convince local government to enter into partnerships. In fact, provinces 
signed memoranda of agreement with undertakings to ensure coverage of recurrent 
costs in their budgets. It was assumed that their partnerships with local government 
would mature to local sustainable strategies. For example, contracts around Indonsa, 
Badplaas, Mbombelo and the Stable and Ntuzuma centre address particular local 
problems that are often of a political nature. 
 
4.3.3 Local level 
 
As art is not a local government competency, local councils seldom provide 
favourable institutional environments. In several cases the arts centres fall under 
local Departments of parks, amenities or recreation, which only take care of the 
buildings. Officials responsible for the arts centres often lack the necessary 



 13 

background, knowledge or policy frameworks. As a result councils are seldom 
involved in the centres — e.g. represented on the board or management committee 
— and departmental budgets remain small. Only a few municipalities have included 
the arts centres into their Integrated Development Planning process, which could 
provide access to funding, e.g. Cape Town, Ekurhuleni, Nelspruit and Durban. Only 
the metro councils and a few municipalities can afford grants for arts centres, but 
such involvement is often politicised. Municipalities tend to be reluctant to engage 
local art organisations in the management of the centres, probably due to lack of 
experience in such partnerships. On the other hand, community arts centre 
managers often lack information on the structure, policies and procedures of their 
local councils, and cannot make use of existing opportunities for cooperation and the 
accessing of resources. 
 
4.3.4 Arts centres 
 
Arts centres generally lack institutional capacity. Several centres are negatively 
affected by local politics as art organisations, provincial officials and councillors 
dispute the right to manage the centre without necessarily accepting the 
responsibility for funding. The libraries are least affected due to their natural fit into 
the library system. No arts centre has functioned long enough to gain sufficient 
experience for optimal functioning. Even where a board of directors or trustees or a 
management committee has been established, their understanding of their roles and 
those of the management committee or manager is often inadequate, for example 
with regard to the differences in responsibility for policy making and implementation. 
In the two Free State arts centres governance functions have been delegated to the 
Mmabana Centre in Thaba Nchu, which is too far away for adequate communication. 
The Durban Playhouse, which is now responsible for the management of the two 
Durban community arts centres, has been without a Board for some time and 
negotiations occur via the CEO. Only recently the relationship between the KZN 
government and the Playhouse has been concluded, and local art organisations feel 
excluded from the negotiations. 

Involving community stakeholders in institutional structures appears to be 
problematic. Local art organisations are often divided or non-representative and 
governance bodies tend to become exclusive. According to KZN officials the 
establishment of Section 21 Companies — which would make provision for the 
representation of a wide number of stakeholders — does not allow for receiving 
government funding except grants for specific projects. As a result the three arts 
centres in KZN have been made part of government or cultural institutions funded by 
government. The representation of community structures in advisory consultative 
forums may solve legal problems but leads to questions with regard to ownership and 
decision-taking power.  
 
 
 
 
4.4 Management 
 
Ten arts centres have formal management committees and managers, while in eight 
centres management is the responsibility of a provincial or local government official. 
Eight of the managers indicated that they had professional art or management skills, 
six were not formally trained but considered themselves experienced, while the rest 
indicated that they did not have sufficient skills for management. Levels and 
appropriateness of management skills could not be determined. No information was 
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available for the other centres. Bayworld Museum staff members are highly 
professional in museum-related skills but no arts specialist is available.  
 
Arts centre managers generally do excellent work taking into account the 
adverse circumstances and constraints of their situation and jobs. The 
following analysis is intended to assist in finding ways to increase their 
effectiveness and access to support and resources. 
 
According to most respondents management is one of the key problem areas in arts 
centres. Centre managers have a wide variety of responsibilities, from managing 
ongoing and ad hoc projects to community participation, promotion and marketing, 
and liaising with stakeholders and funders. Managers deal simultaneously with local 
government and the diverse needs of two communities: the artists within the centre 
and the wider community. Although managers need to be generalists, their day-to-
day decisions require sensitivity to specific art disciplines Thus arts centre managers 
should not only be managers but also leaders and champions. (See Addendum D for 
a proposed arts centre manager profile). 
 
In several centres officials operate as managers or managers have been appointed 
as officials. In both cases tension exists between the background of the officials and 
the demands of the job. Artists need freedom and flexibility, which is often frowned 
upon in bureaucracies. Such freedom gives artists space to explore the arts and be 
creative, but denies them financial security. Officials enjoy security but find it difficult 
to be creative and flexible, as they prefer to have an 8-5 job. In general it is found 
that artists find it difficult to operate as managers, and that the job requires 
combinations of skills and attitudes that are scarce: passion and dedication together 
with discipline and orderliness. 
 
Remuneration for this exhaustive job — if done well — is generally low, while “office 
hours” are longer than that of officials in other institutions. Due to limited budgets 
remuneration is usually only available for the manager and a cleaner, thus leaving it 
to the manager to find sponsorships for an administrator and teaching staff. If no 
additional funding can be secured, the manager has to find volunteers, which is 
becoming increasingly difficult within the current economic context. If no voluntary 
administrative support can be found the manager is both manager and administrator.  

 
No specialist training exists for arts centre managers. An agreement was reached 
with the Pretoria Technikon to conduct training courses for managers, but this did not 
realise. The CSIR Textech Unit has been  involved in training in several art projects 
but not officially in the centres. Although several HET institutions include arts 
management in their full-time courses, the only formal training for grassroots 
managers is offered by the University of the Witwatersrand’s School for Public and 
Development Management. The Cape Technikon Design School has initiated training 
in craft production management. DACST investigating options for training 
programmes for arts managers that are linked to the MAPPPSETA and are 
applicable to arts centres, while HET institutions are being encouraged to formalise 
and standardise their training. Only two managers of the DACST arts centres were 
aware of these initiatives. 

 
The effectiveness of centre managers largely depends on support by a management 
committee. Although about half of the arts centres have managers, only ten centres 
have a functioning management committee. In most cases the committee consists of 
staff members and representatives of community art organisations. Local 
government is seldom represented in management committees. Few community 
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members have the experience to support managers, resulting in additional stress for 
the manager.  
 
In many cases the lack of funds leads to competition between staff members, while 
diverse opinions about values or the importance of specific disciplines may easily 
lead to tension. As mentioned above an underlying tension exists in most centres 
between their two main functions: as a socio-cultural empowerment tool (promotion 
of identity, recreation, creativity, enjoyment) versus their role in economic 
empowerment (income generation, business and market requirements). In addition, 
many local stakeholders feel entitled to participate in decision-making in the centre: 
local government as the “owner” of the centre, funders as the benefactors with their 
own interests, local art groups and artists as the presumed beneficiaries of 
government investments, and paying students as interested parties. Such 
competition makes life difficult for the manager. 

 
The experience of most managers is limited to small projects and basic 
administration. New trends and legislation on partnerships and IDPs require capacity 
beyond these basics. The audit showed that managers generally lack information on 
international funding and support, such as exchange programmes. Managers also 
lack information on the NQF and SAQA for possible accreditation and access to 
funding. 
 
4.5 Staff 
 
The diversity of services in arts centres requires a variety of skilled staff members. In 
most cases local artists are involved in teaching. Few of them have received 
adequate educational training and teaching remains at a basic level and does not 
prepare students for market-related employment.  
 
Most artists in the centres receive a low remuneration or work voluntary in 
expectation of a future income. As a result teaching is combined with the artists’ 
professional careers. This combination may have budgetary advantages, but tends to 
divide the teachers’ attention and influences their ability to achieve the necessary 
standards. Due to the small number of classes the arts centres lack the critical mass 
of teaching necessary for adequate service delivery and to mobilise communities and 
sponsors. 
 
Several centres have encouraged staff members to become involved in nearby 
schools for outreach programmes or for support to teachers in the arts and culture 
learning areas, e.g. Zamdela and Thohoyandou. However, the formal education 
system finds it difficult to accommodate these artists, as they lack knowledge and 
experience in the formal education system and its methods.  
 
The need for income generation for the centres may increasingly drive staff to 
market-related production. However, few staff members have been exposed to the 
market environment. Those that are successful may leave the centre for more 
lucrative occupations, leaving the teaching to less successful teachers.  

 
Few centres can afford to employ staff members for promotion and marketing of the 
centre. This daunting task is then left to the manager who spends more time on 
fundraising and promotion among funders than on recruitment of students or 
programme development for community empowerment. In addition, administrative 
and organisational tasks are neglected. 
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Staff from outside the community, e.g. from HET institutions, can contribute 
considerably to improved services but also pose specific problems. Their involvement 
leads to higher costs, e.g. for transport or professional fees. These teachers are 
usually better qualified than local staff, which may create tension about values, work 
ethics, standards and methodology. Teachers from HET institutions usually follow 
Western teaching practices and may alienate students and internal staff who live 
within an African context. This is particularly relevant to exchange programmes with 
foreign organisations.   
 
4.6 Organisational development 
 
As most arts centres have been in operation for less than two years, organisational 
development is average to low. Only the Playhouse and Bayworld museum claimed 
to be well organised, but this applied mainly to the “mother” organisation and not to 
the arts centres proper.  Only thirteen centres — including the Playhouse, Bayworld 
and the community halls — seem to be sufficiently developed to offer cultural 
services supported by adequate administrative and management services.  
 
Although individual project management is generally adequate, few centres are 
experienced in developing and executing strategic and business plans for the whole 
centre. Overall management is often reactive or crisis management. Staff numbers 
and types are generally below the critical minimum for effective organisations.  

 
Business acumen in arts centres is limited. The need for sustainability and income 
generation requires cultural business attitudes and skills that are seldom found 
outside the private sector, e.g. pricing, market analysis, negotiation of orders, mass-
production, etc. Building business skills within the arts centres requires a focused 
programme over an extended period. Most centres are too young or poor to have 
completed such a process.  
 
4.7 Access to skills 
 
Arts centres were asked where they would find skills for management or services that 
were not available within the centres. Ten centres referred to provincial or local 
government, seven to educational institutions and seven to other art organisations, 
parastatals or the private sector. No information was available on the nature and 
extent of these accessed skills. In at least three centres an HET institution or 
parastatal had been involved in training in vocational skills for a limited period. No 
continuous relationship existed for capacity building. Surprisingly no DACST centre 
had approached an older centre for a partnership. 
 
4.8 Accountability and monitoring and evaluation 
 
Although DACST had established a basic monitoring and evaluation (M&E) system 
for the construction phase, this applied mainly to financial reporting via the provincial 
or local project manager. No additional M&E system is in place although the national 
project manager has kept files on all centres. It is unsure whether provincial or local 
authorities are monitoring or evaluating the centres. The focus seems to be on 
remaining within budgets. It can be expected that report back will improve as the 
centres increase their activities over the next years. However, such attempts should 
be institutionalised. 
 
Awareness about the need for accountability is high among centre managers. 
Virtually all centres claim to produce regular evaluation reports. Most respondents 
linked accountability to finance and thus to DACST, the municipality or donors, and 
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few to the community or other organisations. Government officials who were 
responsible for centres perceived their accountability as part of their official duties. In 
the better-organised centres the managers produce regular progress reports to their 
governance structure, but the latter do not seem to use reports for future planning. In 
at least five centres accounts are held by an outside organisation or local 
government without involvement of arts centre, e.g. Mmabana arts centre for 
Zamdela and Thabong arts centres and the Playhouse for Ntuzuma and the Stable. 
Only one arts centre has its own accountant. 
 
Accountability to users is limited. Communities are seldom involved in assessments 
and are not informed on progress in the centres. Permanent users of the centres are 
only informed if they are represented on the management committee. 
 
Accountability to funders is generally limited to occasional reports, usually 
emphasising the positive aspects of the centre. Evaluation results are seldom used 
for systematic performance improvement or fundraising. 

 
4.9 Accreditation 
 
Accreditation has been proposed as an important capacity building block giving 
access to recognition and funding from the MAPPPSETA. In fact, the SETA itself is 
not yet ready for financial support, while few arts centres are ready for accreditation. 
Virtually all of them lack information on the accreditation process as they missed out 
on the DACST supported promotion tour in 2000. Few centres have the capacity for 
the formal aspects of application or they lack partnerships with outside educational 
institutions to produce an application. Accreditation through HET institutions is 
possible, but may be limited due to theoretical requirements in the curriculum. 
 
4.10 Infrastructure 
 
Although all 27 centres have been completed, respondents from fifteen centres 
indicated that the infrastructure was inadequate. In five cases the buildings were 
deemed inappropriate, in fifteen cases equipment was mentioned as inadequate. 
Those centres that are not operating probably lack the necessary equipment. In two 
cases the buildings had been vandalised while equipment had been stolen in two 
other centres. 
 
Respondents referred to the lack of involvement of community organisations and a 
dominance of consultants in the design process. However, documentation shows 
substantial consultation and capacity building during the design process, including 
training of emerging contractors and labour. Current dissatisfaction shows the 
limitations of community participation without adequate research and continuous 
empowerment of community organisations for participation. In most cases artists and 
their organisations were consulted without taking into account their own limitations 
and restricted views. For example, few township art organisations had the capacity 
for continuous service delivery, and their opinion on the appropriateness of the 
infrastructure was often based on assumptions or dreams rather than experience. A 
better strategy would have been to build the capacity of art organisations for service 
delivery and gradually provide them with the infrastructure that fits successful 
projects. However, RDP funding conditions focused on infrastructure delivery, not 
community capacity building, and did not allow for such long lead times. Centres had 
often to be built around existing projects. Few older arts centres had been consulted 
due to the selection of sites away from these centres. In addition, it must be 
remembered that communities are dynamic and leaders of the past have 
disappeared, while new ones may have different views of the role of the arts centre.  
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Furthermore, although funding was well-planned and would have been more than 
sufficient if building had occurred according to plan, higher costs were incurred due 
to delays in payment by provincial departments, the use of emerging contractors and 
unskilled labour, etc. In Mabopane and Matsulu the councils refused to take over the 
building as worksmanship was bad a.nd in the latter case arbitration was sought, 
which has not yet been solved. In several cases the funds for equipment had to be 
sacrificed in order to complete the physical structure. This inhibited subsequent 
service delivery. Presently, most centres have basic office equipment but lack 
equipment for artistic activities. Where today communities want to change the 
infrastructure, funding is usually not available.  
 
Several respondents complained about the deterioration of the buildings, e.g.. 
Mphatlalatsane, Matsulu, Guga ‘s Thebe. Due to the emphasis on the use of 
emerging consultants and contractors in some cases the original construction was 
built without stringent quality control, such as Mabopane. In several cases roofs are 
leaking. Disuse of the centres also led to deterioration, e.g. Mdantsane and Ntuzuma. 
Vandalism has occurred in some centres. 
 
Although from the beginning the need for multiple purposes was mentioned, few arts 
centres are adaptable to become multi-purpose community centres (MPCCs). In 
most cases the arts centres were build for art purposes, e.g. with a stage or special 
equipment and limited offices space.  
 
Although most centres were designed to accommodate disabled visitors, none have 
been designed with disabled performers in mind, e.g. backstage restrooms or ramps. 
 
4.11 Transport and communications 
 
At least half of the centres complained about the lack of transport for the promotion of 
the centre, outreach programmes, product marketing and participation in cultural 
activities in other parts of the country. Where a municipal official managed the centre 
he or she had access to a government vehicle, but in most cases managers use their 
own car. Respondents considered outreach programmes important for the promotion 
of the arts among the poor outside the direct locality of the centre. However, such 
services are impossible as even within a single township too much time is lost in 
travelling by public transport by staff and participants or students. In addition, 
activities outside the centre require the transport of equipment, décor or lighting. 
Participation in regional and national arts festivals and competitions is viewed as an 
important booster of community and donor support, particularly when the centre’s 
participants win an item. However, in most cases the travelling and accommodation 
costs are prohibitive. 
 
Although all arts centres have a telephone and fax machine, about half complained 
about a lack of e-mail and internet connectivity. This infrastructure would enable 
easier communication and marketing of the centres and their products. 
 
 
4.12 Support services available to community arts centres 

 
Being new organisations arts centres depend on support services to maintain and 
extend their capacity. Centre managers complained that government support is 
inadequate. Infrastructure is maintained by local government but provinces are slow 
in covering recurrent costs and services. There is fear that arts centres may collapse, 
like the SMME centres of the Department of Trade and Industry. Respondents knew 
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little about government support institutions and mentioned unwillingness among 
officials to address problems. 
 
Support from HET institutions is also limited to individual involvement. HET 
institutions do not view arts centres as an investment and tend to select cooperative 
activities that suit the institution. 
 
Unlike the older arts centres the newer ones have not yet developed networks that 
involve NGOs. In some cases consultants are used to empower the centre, e.g. the 
Triple Trust Organisation. One problem is that arts centres cannot afford the fees that 
NGOs charge. In addition, civil society organisations increasingly focus on non-art 
issues. 
 
As arts centres have low capacity for income generation and make little profit, private 
sector support is limited to occasional donations and low cost auditing services. Due 
to the weak economy companies tend to focus on projects that fit their own 
promotion strategies. Arts centres cannot afford private consultants and advisors. 
 
4.13 Capacity for sustainable service delivery  
 
Although most centres that are active expect to expand their services, many 
respondents expressed concern about their capacity to sustain service delivery. 
Generally managers understood that sustainability is a highly complex and multi-
sectoral issue, involving legislative and legal frameworks, funding, skills, support and 
a continuous rebuilding process. There was also a general awareness of the impact 
of the economic and political environment on sustainability. However, such 
understanding highlighted the awareness of the centres’ limited capacity. 
 
Centres generally lack the required high level management skills, strong 
management teams and business acumen. The present high staff turnover 
exacerbates the situation. 

 
Centres lack the extensive funds that are required to ensure sustainability of 
services. Only limited government funds are available due to competition from other 
development sectors. Government expects centres to become at least partly self-
sustainable but the centres lack the skills to capitalise on existing funding. Donors 
are increasingly withdrawing from funding individual organisations, and tend to prefer 
projects with long track records. Due to its funding policy the National Arts Council 
grants were not available for organisational development in the centres.  
 
One of the causes of low capacity is the lack of institutional strength. Sustainability 
requires strong governance bodies that accept their responsibility for promotion and 
fundraising. Such bodies should be supported by adequate organisational structure 
and procedures. Staff members need training and resources for the implementation 
of programmes and quality product delivery. Centres also need to be part of wider 
mutually supportive networks through which products and services can be marketed 
for income. 
 
Lastly, sustainable capacity requires passion for the arts and the community. 
Managing arts centres and programmes is not an 8-5 job, but demands sacrifices 
that can only be accepted by people who are dedicated and passionate about the 
arts. Only passionate people with a professional attitude can mobilise the community 
and develop passionate audiences that support and use the centres. 
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5 CONTEXTUAL ANALYSIS 
 
Both the audit and the workshop revealed the importance of knowledge of the 
context in which arts centres operate. Respondents realised that centres do not 
operate in isolation and that the context, the world around them, impacts as much on 
them as what they would like to impact on their environment. In a way the centre 
reflects the complexity of its context albeit on a small scale. Global events eventually 
influence views in the centre and its community, from the poor student to the 
corporate sponsor. Understanding the context enables the centres’ staff to adapt to 
new circumstances, make use of new opportunities and counter negative influences. 
There is a clear need for more contextual analysis within the centres but the skills 
and resources are generally lacking. 
 
5.1 Sectoral context 
 
Respondents in the arts centres were broadly aware of their sectoral context, i.e. the 
art world in South Africa and the institutions that feature in this sector. However, this 
knowledge was often compartmentalised. For example, most arts centre managers 
knew about local art organisations and artists, but less about HET institutions and the 
art education sector. Directors or trustees knew about the arts centre and its 
community, but little about national and local government policies and strategies. 
Local and provincial government representatives were aware of the arts world, but 
not specific organisations and individuals and the way they could contribute to the 
centre. Most respondents were aware of the use of art for production, recreation and 
cultural enrichment, but had little knowledge of other applications, such as art for 
therapy, market systems and their dynamics, and the link between the arts and other 
sectors. Although respondents knew about the older arts centres, few members of 
the DACST centres had visited them for orientation or consultation. The link between 
the arts centres and the performing arts councils is underdeveloped, even in KZN 
where the Playhouse is responsible for the management of the Durban centres. It is 
clear that communication between role players within the arts sector is irregular and 
arts centres do not make use of many opportunities for cooperation and sharing of 
resources. The need for communication channels, such as the one developed by 
PANSA, was clear from all discussions. 
 
5.2 Political context 
 
Most respondents agreed that politics and politicians influenced the arts centres, 
particularly at a local level. In a few cases local politicians had interfered at an early 
stage to ensure that leaders in the centre belonged to their political party. In KZN 
councillors view themselves as legitimate representatives of their community and 
community organisations as sources of information and advice rather than for sharing 
power. However, direct interference in daily administration seldom occurred. More 
important was the lack of interest among politicians and officials and the little support 
for the development of their local centres, particularly at a provincial level. For 
example, local artists complained that Durban Metro invited musicians from Gauteng 
to perform at Durban festivals rather than boosting local talent, and councillors from 
Welkom city council have yet to visit the Thabong arts centre. This situation is 
exacerbated by the reality that few arts centre managers understand and can play 
the political game. Few managers knew how to lobby for support from local or 
provincial political leadership, e.g. through the use of legislative rights or policies. 
Managers seldom have links to politically influential circles. Mphatlalatsane 
(Sebokeng) and Simunye (Plettenberg) art centres are exceptions with mayors who 
have an expressed interest in the centre. Although respondents were aware of 
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political support for services that address poverty, unemployment and crime, few 
knew how to access funds from national funding agencies. 
 
5.3 Social context 
 
Arts centres are above all social institutions, dealing with communities and their 
social opportunities, problems and challenges. A clear understanding of their social 
context among leaders and staff in the centres is a pre-condition for the development 
of relevant and sustainable services. Respondents and participants in the workshop 
had a good understanding of the social problems in their communities, such as 
crime, poverty, unemployment, juvenile pregnancies, drug abuse and boredom. 
Many programmes and projects are offered to counter these problems. Although 
focused therapeutic projects are scarce, most managers believed that their services 
have a therapeutic effect, e.g. keeping children off the street and productively 
engaged. However, few centres have specialist knowledge of social problems or 
developed partnerships in cooperative projects with organisations that specialise in 
social issues, e.g. Child and Family Welfare or AIDS organisations. As a result the 
centres cannot fully utilise the opportunities that exist through targeted funds, such as 
the Poverty Alleviation Fund or the Umsobomvu Fund, or sharing of resources. On 
the other hand, several respondents mentioned that other institutions that are 
involved in social development, are not necessarily interested in partnerships with 
arts centres. For example, the Department of Education and the Department of 
Justice have made little use of the centres in their own strategies. In a similar way the 
GCIS views the arts centres as inadequate for MPCC purposes. 
 
5.4 Economic context 
 
Arts centres operate within constrained economic circumstances and are influenced 
by global, national and local economics. At an international level South Africa is 
competing with other developing countries on the international cultural markets. One 
example is the flood of African cultural products on the local tourist market at highly 
competitive prices. Export is virtually impossible for those centres that focus on social 
empowerment rather than quality or mass production. Branding, which is increasingly 
applied in older centres like the New Africa Theatre Association, is still an unknown 
concept — and most difficult to achieve — in the DACST centres.  
 
Nationally the arts are in competition with other national priorities, such as security, 
pension grants, basic services or health. Although research has shown the economic 
potential of the arts, this applies mainly to professional and commercial levels. Few 
DACST centres have significantly contributed to employment creation, except for its 
staff. Exceptions are those in which Poverty Alleviation Funds were made available, 
such as Simunye. The danger exists that successful producers leave, which is 
ironically the centres’ empowerment objective, but the result is that the centres have 
little to show about their successes. Local businesses are seldom interested in 
partnerships with arts centres, as the latter would contribute little to income 
generation. Few centre managers have the skills to build the centres as local 
economic engines, which is not surprising as business people tend to start their own 
enterprises rather than work long hours in a vulnerable organisation. Lastly, local 
economic development as a municipal objective has proved to be far more difficult 
than assumed, and arts centres are not viewed as important contributors.  
 
Economic constraints have a negative impact on voluntarism in centres. As argued 
above, most centres depend on voluntary workers to offer activities to the poor. 
Some centres have survived without substantial remuneration of their staff members. 
However, many others have closed due to lack of salaries or inability to compete with 
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more lucrative employment. One reason for the sustainability of the BAT centre is its 
ability to generate sufficient income for its staff members through innovative use of 
space and needs of clients. 
 
5.5 Environmental context 
 
The DACST arts centres are valuable assets to their township environment. They are 
aesthetically pleasing and provide space for community activities. Several arts 
centres have started to beautify their surroundings through murals and festivals, but 
in few cases this has become a systematic objective, like arts centres abroad. Murals 
are positive alternatives to graffiti and give a high visibility to the centre and its role in 
community development. They allow for the involvement of learners and local artists 
in social issues while earning some income. Neglect of environmental projects results 
in a loss of potential support from the community and municipality. 
 

6 SERVICE DELIVERY 
 
Adequate capacity of staff is not sufficient to justify government and other 
investments in the community arts centres. Ultimately the centres will be judged 
according to their performance as service providers in a number of developmental 
areas: art, craft and culture production, cultural and social empowerment, youth 
empowerment, employment creation, development of social and community identity, 
etc. In this respect they are similar to other local service providers and are thus 
assessed according to their performance.  
 
In contrast to formal arts education institutions and factories, community arts centres 
offer a variety of services addressing perceived and real needs in the community or 
outside. Some of these services can be in tension with one another, like the need for 
commercialisation and income generation versus community empowerment, or 
vocational training versus recreation. Such tensions become most obvious when 
choices have to be made about scarce resources.  
 
6.1 Services offered in the DACST and other centres 
 
Taking the adverse circumstances of community arts centres into account most 
centres offer valuable services to their users. Examples are regional drama festivals 
at Mphatlalatsane arts centre, gumboot dancing at Zamdela, painting at Thabong and 
ceramics at Guga s’ Thebe. The following are examples of services that are generally 
found: 

 Drama education and training, rehearsals, performances and script writing. 

 Music education and training, performances, master classes, score reading, 
composition and choral work. 

 Dance  education and training, performances and choreography. 

 Visual Arts education and training, exhibitions and sales outlets.  

 Craft training, marketing and sales. 

 Film and video technical and creative training. 

 Literary training, ABET, writing, publishing and story-telling. 

 Youth development through creative thinking and production, problem 
solution, social interaction and career planning. 

 Extension services and outreach programmes into the community through 
travelling theatre, partnership with local groups and enrichment programmes. 

 Organisational support for local groups with regard to administration, 
marketing, promotion and liaisoning. 
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 Communication and information exchange through networking, internet, 
forums. 

 Festivals, local pageants, celebrations of national days, local events.  

 Business training, e.g. marketing, product development, quality control. 

 Agricultural projects such as urban vegetable gardens. 

 Marketing and promotion by creating platforms for local groups, training in 
promotion and fundraising. 

 AIDS and health awareness programmes, recreation and trauma therapy. 
 
6.2 Problem identification in service delivery  
 
Many of the problems and needs of service delivery are related to capacity of the 
centres. In fact, a positive correlation can be found between the improvement of 
capacity and that of service delivery. However, there are many instances in which 
even the best manager cannot provide a service, for example when funds are not 
available or the infrastructure cannot make provision for specific services.  
 
Improvement of services cannot be done without the effective use of a monitoring 
and evaluation system. No such system exists at national, provincial and local level. 
Although most managers report to their governance body on a regular basis, it is 
clear that few centres have defined clear objectives and performance assessment 
criteria. Probably the best ones are those set for the Poverty Alleviation Fund, which 
is managed from a national level. Government, the community and the private sector 
often apply different criteria. When is a service successful or appropriate? Workshop 
participants referred to the tension between process and outcome. Can cultural 
enrichment be measured through a defined product or outcome, e.g. a painting or 
change in attitude, or is the process of enjoyment and enrichment more important 
than a product? Is a centre successful when it attracts a large number of people for 
recreation (quantity) or when its services lead to income generation for a few talented 
students (quality)? Are these different objectives in conflict or complementary? No 
guidance exists on these types of crucial question, of which the answer has pertinent 
implications for funding and government support. 
 
6.2.1 Uneven satisfaction of user demand  
 
Economic and social services are usually in tension with each other. Economic 
demand requires training for production, income generation and access to further 
education and training. Full satisfaction of this demand needs semi-formal or formal 
training courses over extended periods, which would take up the full budget of most 
centres and which requires advanced trainer skills. Economic demand would also 
involve a limited number of people, undermining the “community” principle in the 
centre. Social demand requires general empowerment, gender sensitivity, an 
awareness of social problems and knowledge of relevant therapies. Although 
awareness exists, few systematic programmes have been developed in the DACST 
centres. In most active centres successful social empowerment projects have been 
offered around national celebrations, such as Freedom Day or Reconciliation Day, 
but centres failed to capitalise on them to establish continuous programmes. Use of 
funds for once-off events could probably be used for services of longer duration and 
sustainability, e.g. training. Some centres have succeeded in starting ongoing 
economic empowerment programmes, partly due to substantial financial investment 
from the Poverty Relief Fund and partly due to effective training, e.g. by the Triple 
Trust Organisation at the Wild Coast. However, no formal evaluation has been 
conducted as the relevant projects have started only from 2002.  
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Few arts centres have conducted proper market research before starting their 
services. Most programmes are based on assumptions by management or requests 
by local groups that have particular needs. Linkage to national priorities — such as 
AIDS awareness or employment creation — ensures that projects are relevant, but 
this applies to a general need, not one that is specific to the surrounding community. 
Fact is that no models exist for local socio-cultural market research and that even 
good content is often undermined by weak programme design. 

 
Communities seldom participate in programme development. If so, it occurs through 
representatives on governance boards or management committees. However, even 
then it is left to the manager to design programmes according to his or her 
experience. Where tasks are delegated to local organisations, the managers usually 
remain involved in much of the detail.  
 
It has always been assumed that the arts centres could contribute to arts education 
in the formal education sector and that such services would contribute to income 
generation for the centres or artists. However, it is clear that no such demand exists 
in departments of education. Several centres approached local schools for 
partnerships, but these have not realised. Few schools send talented learners to arts 
centres. 

 
Demand implies at least some cost-recovery from users. This is seldom realised as 
users are too poor or have other priorities on their household budgets. Where 
recovery occurs, it is usually below costs of the programmes.  
 
Many external factors impact negatively on demand. Crime makes most centres 
inaccessible at night. Unemployment and poverty prevent many youth from 
participating in projects. Fashion and peer group pressure make youth focus on other 
objectives, while performances in the arts centres experience strong competition 
from the media, and particularly television and videos. 

 
6.2.2 Inadequate capacity of management for service delivery 
 
A positive correlation was found between levels of capacity and service delivery. Due 
to a lack of project management skills services are often unreliable or irregular. 
Support to the manager is often inadequate and many projects are once-off as 
centres cannot increase their scale or capitalise on progress.  

 
There is generally a lack of promotion and marketing skills. Recruitment of learners 
and producers is uneven and often depends on word-of-mouth rather than systematic 
advertising. The latter is often too expensive or time-consuming. The mobilisation of 
stakeholder support seems to be very difficult. It is too easily assumed that managers 
know their area and will thus be able to contact stakeholders, while the time and cost 
aspects are forgotten. No arts centre seems to have a long-term plan for its 
promotion and marketing. 

 
Lack of resources prevents managers from effective service delivery. The high cost 
of programmes and projects as against the low income from users depletes the 
centres’ coffers. The DACST Poverty Relief Fund programmes can only be used for 
those centres that qualify according to the Fund’s conditions. External funding is 
usually short-term and limited, e.g. in the Bayworld museum, and does not allow for 
long-term planning. 

 
Governance structures seem to be inadequate for the challenges they are facing. 
Involvement of board of directors/trustee is generally limited to a few meetings per 
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year, during which the manager presents his or her reports and plans, and the board 
condones most of them. In few cases the manager receives effective guidance.  
 
6.2.3 Appropriateness of facilities 
 

Most of the centres, such as Simunye, Mdantsane and Ntuzuma, are appropriate as 
arts centres, but less so for other purposes. Generally local art organisations had 
been involved in the design of the centres. However, the need for services regularly 
changes and few of the centres can be adapted to new needs. For example, 
Mphatlalatsane arts centre was an existing but vandalised theatre that was 
refurbished around the original shell. The cost of redesigning or rebuilding would have 
been prohibitive. The result is a fully-fledged theatre with an orchestra pit, preventing 
interactive performances that are so typical of developmental theatre. Thabong Art 
Centre consists of a main room and several kiosks for sales by artists. As sales did 
not realise, the kiosks were used for training and production, for which they are far too 
small. Several of the other centres are limited to a particular art discipline such as the 
performing arts.  
 
Due to the use of equipment budgets for construction expenditure during the building 
phase many centres do not have the necessary equipment for appropriate services. 
Expensive equipment was often excluded, such as professional lighting or sound 
systems, kilns and wheels or etching presses. As a result the centres are useful for 
basic training, but cannot easily function as stepping stones into further and higher 
education and training institutions or professional companies. 
 
Although the need for multi-purpose services had been emphasised from the 
beginning, few facilities allow for purposes other than arts and culture. Specifications 
for MPCCs differ considerably from those available in the arts centres and GCIS 
seems doubtful about the convertibility of the centres into MPCCs.  
 
As mentioned before the location of many centres is problematic. In all cases 
provinces were asked to decide on a site and some original locations were changed 
for political reasons. Particularly provinces that co-funded the centres had the 
opportunity to decide on their location, which was often decided on social 
development criteria, i.e. near the community. Where they have been built in the 
township, they lie outside tourist and other markets. In few cases a favourable location 
for economic empowerment has been selected, but these are outside the community. 
In some cases, such as Amampondo arts and craft centre, there is lack of visibility or 
accessibility for outsiders because its location was shifted from Second Beach at Port 
St Johns to the township. 
 
6.2.4 Cost-effectiveness of programmes 
 
Generally the ability of managers to offer courses and programmes is admirable, 
taking the circumstances and lack of resources into account. However, managers 
find it usually difficult to maintain cost-effectiveness due to the small scale of 
activities, lack of continuity and lack of business acumen. 
 
Most services have a limited time-span. Problem is that such occasional programmes 
do not benefit from economy of scale or sharing of resources. In each case 
management has to spend too much time in planning and implementation. Yet, 
ongoing programmes, such as year courses, are often too expensive for users. 
 
Lack of continuity is also caused by available funding, which is usually allocated for 
one year periods. The Poverty Alleviation Fund and KZN’s three-year budgets make 
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a considerable difference and allow several centres to plan continuous services. 
However, in other centres there is still uncertainty about user requirements and 
programme planning has to remain flexible. 
 
As said before, there is a general lack of business acumen in the centres. As a result 
projects remain expensive, little capital is accrued and expenditures are seldom 
viewed as medium-term investments. 
 
6.2.5 Appropriateness of services 
 
Although managers go out of their way to provide services according to the wishes of 
users, there is doubt about the availability of appropriate services. Taking the levels 
of unemployment into consideration one would like to see arts centres work full-time 
for many users. However, most centres are under-utilised for most of the day. An 
important reason is the lack of staff to offer services. The lack of appropriate facilities 
has been mentioned above. Yet, it appears to be difficult to offer services that 
address real problems and needs and to which people are willing to contribute. 
 
Lack of market research usually leads to a diversity of services. The use of a shot-
gun approach results in many unwanted services or projects. Managers do not seem 
to use contacts with other local service providers, e.g. the municipality or NGOs, for 
the determination of services and other sectors are uncertain about the potential of 
the arts in their programmes. 

 
Public demand can also undermine the promotion of local talent. The public prefers 
artists and groups from outside their locality at local festivals. Local artists also work 
in competition with national stars in the entertainment market. Due to their low 
income local artists find it difficult to become professionals.  

 
Few programmes seem to provide real income or employment to trainees. It is easily 
forgotten that income generation requires advanced or professional skills and quality 
products. Emerging artists are in competition with arts and craft markets that are 
already developed. For example, lack of professional quality usually leads to 
numerous drama rehearsals with only one or two real performances for half-empty 
halls. Mediocre craft products fill the shelves of the centres rather than the homes of 
buyers. In addition, unexpected overhead costs prevent market development in 
localities that are not on the tourist routes, e.g. Thabong, Zamdela, Langa and 
Mabopane. The provision of training through the Poverty Alleviation Fund proves to 
be a successful route towards income generating projects.  
 
The education sector is clearly not interested in partnerships with arts centres unless 
they are fully functional. Presently few centres have the capacity to fulfil formal 
education needs. Community artists are uninformed about the formal school system 
and its requirements with regard to time and methods. Few HET institutions are 
interested in integrating community services into their curricula, which would allow 
students receive credits for work in the arts centres.  

 
In several centres managers have succeeded in linking to regional and national 
activities such as cultural festivals, competitions or exchange programmes. In some 
cases, like the Mmabana centre in Thaba Nchu and the Community Arts Project, 
partnerships with international festivals have been fostered, with substantial funding 
attached. The Afrika Cultural Centre has organised over 15 pageants since 1994, 
involving thousands of people. These partnerships provide high visibility and status 
among artists and politicians, which can be used to lobby their support. However, 
such linkages are occasional and not systematic, and the lack of interaction between 
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the arts centres prevents them from sharing these resources. It was also found that 
the DACST centres lack the resources to participate outside their municipal 
boundaries. For example, in 2002 choirs in Kwanokhuthula (Plettenberg Bay) were 
invited to participate in provincial competitions, and would have done well in view of 
previous participation, but lack of funds for transport and accommodation prevented 
participation. 
 
Few arts centres have become involved in their municipalities’ integrated 
development planning (IDPs). Although it is compulsory for any council to include all 
publicly funded activities in the IDPs, they seem to underestimate the centres’ 
potential or do not know how to incorporate them. Although most managers were 
aware of the potential of the arts for other sectors, in practice it seems difficult to 
transform this awareness into action. Few managers seemed to know about the 
requirements for IDP participation.  

 
6.2.6 Skills development 
 
Many activities in the centres are focused on skills training, usually at an introductory 
level. However, such training is problematic. In reality little is known about the types 
of skills that are appropriate for human empowerment at a basic level or for entering 
the market. This applies to the formal education and training sector as well, but these 
students commit themselves to several years of full time study in order to obtain 
qualifications that enable them to enter the job market (if vacancies exist!) and to 
gain experience in order to become skilled. Most arts centres offer short-term 
training, which is inadequate for full-time employment and yet does not provide them 
with sufficient skills to enter the informal markets. The latter, being unprotected and 
unsupported by market systems, demand extra entrepreneurial skills and risks that in 
the formal markets are covered by company structures. 
 
Few arts centres are involved in accreditation processes within the National 
Qualifications Framework, which would provide access to funding. Several 
respondents referred to the low amounts of money available for accredited courses 
and the difficulty of the accreditation process, which is almost insurmountable for 
informal organisations without partners in the formal HET sector. Furthermore, even 
with accredited qualifications the chance of employment for students in the arts 
sector remains scant. 
 
Several respondents referred to the existing tension between African-based teaching 
methods and Western based ones. In some cases White teachers could not adjust to 
the validity of indigenous knowledge systems and enforced Western values onto 
students. Even black teachers are often uncertain about indigenous methods or 
content.  
 
Summarised, arts centres find it difficult to provide adequate skills development to 
learners. It is often forgotten that under the most favourable circumstances skills 
development is a long and continuous process, which arts centres and poor learners 
can barely afford. Due to a lack of interaction with the formal sectors, the role of arts 
centres as stepping-stones to FET and HET institutions is underdeveloped. With only 
basic skills, lack of initial capital and highly competitive markets it is virtually 
impossible to create or find sustainable employment for arts centre trainees. 

 
6.2.7 Funding 
 
It is remarkable what centres have performed with the limited funding that has been 
provided. Respondents agreed that the lack of sustainable funding for the arts 
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centres in South Africa is one of the most important inhibitors to sustainable service 
delivery. The reality is that no arts centre in the world can exist without substantial 
funding from several sources, primarily the state. However, in South Africa funding is 
its main problem, as the arts are in strong competition with other service providers in 
the social, educational and economic sectors. The target communities of arts centres 
are the most vulnerable ones in society: the poor, marginalized and economically 
less attractive people. The creative industries can be major employment and income 
generators, but only under specific market conditions, such as popular music or 
upmarket galleries. As a result the private sector is not enthusiastic about 
investments that do not have profitable returns. Corporate social funding remains a 
hand-out, not a long-term investment. 

 
In addition there is a lack of information on funding in South Africa, particularly for the 
arts. The few large funders, like the NAC and BASA, are flooded with applications. 
Controversy still exists around national fund management, as is highlighted by arts 
organisations and consultants. International funding seems to dry up or consolidate 
into national funds that can barely satisfy local needs. Application criteria, forms and 
procedures of funders differ substantially. Assistance for applications can be 
obtained from NGOs or consultants, but at a cost.  

 
Most funders set conditions, which do not necessarily reflect the needs of the 
recipients. Some allow funds to be used for infrastructure or salaries, while others 
limit funding for administration to 10%. In many cases donors provide part of the 
funds required for a project, leaving it to the recipient to find the rest. If not found, 
projects have to be scaled down and negotiations held with the initial funder. In 
addition, most funding is once-off or per project, preventing a programmatic 
approach. The new 3-year funding proposal by PANSA, and the positive response by 
the NAC are promising in this regard. 
 
Under these pressures centres tend to under-budget in applications or underestimate 
real costs of programmes. Few projects make the profit that is necessary for capital 
building within the centres, which would allow for new investments or continuation of 
the programmes. In addition, budget and expenditure control is usually inadequate 
with a result that funds are exhausted before the project is completed. As a result 
performance looks worse than expected by the funder, which makes it difficult to 
come back with another application. 

 

7 LINKING OLDER AND RECENT ARTS CENTRES 
 
Respondents and participants in the national workshop expressed serious concern 
about the DACST approach to the CIC programme. Rather than taking the older 
centres, such as CAP, Funda, Afrika Cultural Centre, Dorkay House and BAT centre, 
as growth points for local networks into more communities, new centres were 
established without proper consultation with those centres that had track records. 
Respondents referred to the years of hardship during the anti-apartheid struggle that 
were not honoured by the comrades that moved into government. Furthermore, the 
lack of vision among provincial officials with regard to the older centres was deplored. 
As a result many years of experience have been ignored and some older centres 
were left to deteriorate or close. The older centres that usually are Section 21 
companies or Trusts offered examples of best practices in organisational and 
programme development, and could become models for government-civil society 
partnerships. Older centres have developed into flexible organisations offering 
intersectoral services through long partnerships with other development 
organisations. 
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At the same time it was realised that inclusion of the older arts centres into a 
government initiative could jeopardise their independence and make them vulnerable 
to political manoeuvring. Particularly ownership of buildings and decision-making on 
service delivery could become problematic under present legislation. Requests for 
support to the DACST centres could become a heavy burden on the older centres if 
this was not accompanied by funding for such services.  
 
Participants agreed that the older centres’ effectiveness in organisational 
development and service delivery was more important than their age. Some older 
centres do not deserve to survive unless they succeed in overcoming their own 
internal problems. The same applies to the more recent centres. Older centres are 
challenged to negotiate better relationships with government, as the latter became 
the main conduit for funding of arts centres in the country. At the same time 
government will have to assess the older centres and to find ways for the 
incorporation of the successful ones into its national strategy. 
 

8 PARTNERSHIPS AND NETWORKING 
 
The development of partnerships in development programmes is by now an 
established principle in national policy, of which the IDP system is but one example. 
Respondents agreed that arts centres would not survive without extensive and 
effective partnerships. Representatives of the older centres confirmed this view with 
reference to their own partnerships with civil society organisations and government. 
 
8.1 Existing partnerships 
 
Most arts centres viewed provincial and local departments as partners. However, 
only in four cases the arts centres seem to be involved in the municipal Integrated 
Development Planning process (Mphatlalatsana, Simunye, Playhouse, Indonsa). In 
seven cases other partners and networks were mentioned, such as higher education 
institutions (HET) (4), parastatals (3), local art organisations (7) and the private 
sector (4). In some cases international donors and cultural organisations were 
mentioned as partners. Private sector involvement featured on a very small scale in 
the responses. Although several respondents identified the Department of Education 
as a potential partner, only in two cases such partnerships had realised on a local 
level. 
 
Most respondents viewed joint projects as the best way of establishing partnerships. 
In such cases both parties benefited by sharing resources and providing mutual 
support. Partnerships between unequal partners could be in the form of mentorships, 
but without unnecessary domination of the weaker party. Respondents in the DACST 
centres were uncertain about how to foster partnerships and mentioned lack of 
information on potential partners and their requirements as inhibitors. 
 
 
 
8.2 Advantages and disadvantages of partnerships 
 
Respondents mentioned several advantages and disadvantages of partnerships. 
Advantages of partnerships with HET institutions are the possibility of accreditation, 
access to further or higher education, personal interaction at a professional level, 
evaluation of performances and services. HET institutions could benefit by sharing 
expertise and access to indigenous knowledge, support for student recruitment, 
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finding outstanding capacity in the informal arts education sector, and incorporating 
social issues into their institutional missions with regard to service delivery. Artists 
and art educators reported excellent relationships on a personal level but a 
reluctance at an official level to formalise relationships and integrate cooperation into 
curricula. 
 
Partnership with local government is advantageous if a champion represents the 
interests of the centre in the council. Although local councils are a given partner due 
to their ownership of the building and, in some cases, the provision of funding for the 
manager’s post, artists find it difficult to work with officials, as they have limited 
knowledge, understanding or experience of bureaucratic systems. Interviewees 
mentioned several cases of negative interventions by councillors. 
 
8.3 Problems in partnerships 

 
Partnerships can be problematic. Dominant partners may jeopardise visions of the 
centres or steal ideas, which leads to a lack of trust among the original owners of 
cultural and social capital. Weaker partners may use subversions to counter their 
dominant partners. 
 
The most basic partnership in arts centres is the one involving provincial and local 
government, the arts centre’s body of governance and management, and its staff. 
Due to legislative and political constraints this basic partnership caused many 
problems during the first years of the CIC programme. In many cases local 
government is still a reluctant partner, protecting its own interests rather than finding 
ways of integrating the centres into municipal service delivery programmes. 
Provincial politicians and officials lose interest in local centres due to other priorities 
and leave it to managers to negotiate with local partners. Several respondents 
complained about the unwillingness of provincial stakeholders to support the centres, 
e.g. Eastern Cape, Free State and Limpopo. Officials and councillors in general find it 
difficult to accept local organisations as partners and in KZN there is the belief that 
Section 21 Companies cannot be funded by the state. 
 
Most arts centres find it difficult and time-consuming to develop and maintain 
partnerships. It is not always realised that the development of partnerships is an 
investment of resources that will eventually deliver profitable returns. However, the 
development and maintenance of partnerships requires advanced negotiation skills 
as partners operate from different frameworks and often with conflicting objectives.    
 
The reluctance of business and formal education institutions to engage in 
partnerships with arts centres has been mentioned before. Some respondents 
argued that education departments cannot cope with their own problems and are 
reluctant to engage with additional problem organisations.  
 
The absence of a functioning Association of Community Arts Centres is a drawback 
in the establishment of partnerships. The original Association of Community Art 
Centres has collapsed due to competitive attitudes, lack of resources and a limited 
view of the advantages of partnerships. A united front would enable centres to share 
resources, learn from one another and confront outside stakeholders in a united way.  
 

9 OWNERSHIP AND COMMUNITY PARTICIPATION 
 
Ownership and community participation are related issues. In theory community arts 
centres belong to the community. However, definitions of ownership and community 
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vary, depending on the framework in which they are used, such as legal or 
developmental approaches.  
 
9.1 Ownership 
 
Legality of ownership and accountability play an important role in the DACST arts 
centres due to the complex constitutional and fiscal context. The ownership of the 
centres was specifically documented in the national business plan and in individual 
business plans attached to contracts between provincial and local government. The 
implications of government ownership were also spelled out in Exco minutes of 
municipalities. Ownership had to be registered before building could start. With the 
exception of the District Six museum, ownership is vested in either provincial or local 
government. This was done for two reasons. Local art groups tend to have a limited 
life span and also tend to focus on their own interests. Government could not erect 
million Rand buildings for a limited number of local role players. As in all service 
delivery schemes local councils are the best vehicles for ensuring both sustainability 
and accessibility of the centres to the maximum number of people. Few local 
organisations expressed problems with local government ownership, but many felt 
that their involvement in planning of programmes and sharing of benefits could 
improve. 
 
However, in several cases ownership required intense negotiations between province 
and municipality due to the fact that arts and culture are concurrent competencies 
and local councils can resist accepting the responsibility for the arts centres if funding 
is not provided. According to the survey 23 centres are owned by local government, 
and two by provincial government (NC truck and theatre), while Ntuzuma ownership 
of land is still to be concluded. District Six Museum’s buildings are owned by the 
Methodist Church. In most cases the facilities are owned by the council, but 
management and service delivery is left to province or local art organisations, 
although municipalities make some funds for recurring costs available. Such 
arrangements require very specific relationships and contractual agreements.  
 
Ownership goes further than that of the physical building, and should include that of 
the programmes offered in the centre. A developmental approach to ownership is 
directly related to community participation in governance. It is here that problems 
were experienced in several cases, particularly KwaZulu-Natal, where councillors 
believed that government funding cannot be allocated to section 21 companies, and 
community organisations have only lately been involved in management decisions. 
According to available information ten arts centres are governed through a board of 
directors or trustees, although in the case of the Free State centres the board was 
situated in the mentoring Mmabana Centres. The Stable and Ntuzuma centres are 
governed through the Playhouse Company. In twelve cases provincial or local 
government governed the centre through departments such as heritage, amenities or 
culture and recreation. In the other cases no information was available. In those 
centres that are active an official was allocated to the centre as manager or 
caretaker. 
 
9.2 Community involvement 
 
Most respondents — i.e. officials and managers — stated that the community was 
involved in the centre, although the intensity and frequency varied. Documentation 
shows that during the initial planning a large number of community members, 
including youth, were involved in most projects. In seven cases the community is now 
represented on the management committee or board of directors/trustees. In all 
operating centres the community was involved at least as users. Several 
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respondents indicated that community organisations were willing to become involved 
but were not given adequate chance. In very few cases — e.g. Mphatlalatsane — 
community organisations have the resources for active participation in service 
delivery. 

 
Community participation remains problematic in most cases. First, there is a lack of 
clarity on the notion of community. Definitions include individuals, organisations, 
households, interest groups, etc. In fact, each community consists of smaller 
communities. The broader community as recipients of services is seldom interested 
in the planning and implementation of projects and activities. More important are the 
artists and students in the centre as direct beneficiaries and contributors to activities, 
who form a community themselves. Such involvement gives them rights or makes 
them feel entitled. Second, government considers stakeholders from the municipality 
and province — e.g. councillors — as community representatives. For example, KZN 
councillors insisted that their democratic representativeness ensured that the centres 
remained accessible to all people, not only to a few art lovers. The question remains 
whether councillors represent the community adequately? The same applies to local 
organisations: when are they representative of the broader community, and do they 
have to be fully representative in order to be involved in decision-making? 
 
According to several respondents the present involvement of communities in arts 
centres is uneven. In most cases the manager and committee take the lead in 
service delivery because the broader community is not interested in the initiation of 
activities. Particularly when a community is divided, or perceived to be so, 
management tends to exclude local organisations from decision making about 
service delivery.  
 
There is a lack of clarity on the role of the community. Community members are 
seldom involved in the planning of services unless they are co-responsible for a 
project, e.g. participation in a festival. Where such partnerships develop, excellent 
results have followed, e.g. in regional festivals organised by local artists in Sebokeng. 
In some cases local government considers the role of community organisations as 
advisory, in line with IDP participation. However, such a position is not easily 
accepted by organisations that have been involved in the establishment of a centre, 
such as the Stable. 
 
Communities should be the main stakeholders in the evaluation of service delivery 
programmes. It was found that this happened only when they participated in 
management committees, but no systematic approach to monitoring and evaluation 
existed. 
 

10 FUNDING AND PACKAGING 
 
Funding of services is one of the main problem areas in the centres. Continuous 
programmes and ad hoc projects are costly. Although government makes more 
money available for socio-economic development, competition for these resources is 
also growing, and competitors are often better organised, or have track records or 
champions in the right department. Access to funds is often dependent on the 
package of services that are offered. Due to changing priorities in government and 
the donor world arts centres find it difficult to acquire funding with the project 
packages that were traditionally acceptable in the art world. 
 
10.1 Funding 
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The investigation found a direct relationship between funding and ownership. The 
more a stakeholder was part of the owners, the easier he/she would invest in the 
centre. For example, the KZN government accepts responsibility or ownership of 
cultural development and has allocated substantial funding through its medium-term 
budget. Sources of funding for services in the centres throughout the country varied 
from provincial grants (11 cases), local government grants (10) and poverty relief 
fund grants to donors (4) and cost-recovery from users/visitors (10). Respondents 
indicated that the latter income was extremely small in comparison to the centres’ 
needs, due to poverty and the low priority of the arts in household budgets. 
Government grants were seldom continuous and in most cases for particular 
projects, such as Heritage Day or Freedom Day celebrations. Although the Free 
State government funds the management in the centres through the Mmabana 
Centre in Thaba Nchu, it was left to the centres to find the money for service delivery. 
 
Respondents viewed present funding for arts centres totally inadequate, not only with 
regard to amounts but also to distribution systems. Provincial funds are limited and 
the administration and allocation is slow. Some centres — e.g. Thohoyandou — are 
expected to serve a District rather than a town, but without sufficient funds for 
transport. Government funding of the Performing Arts Councils (PAC) is questioned, 
as the PACs do not seem to contribute to service delivery in the arts centres. 
Cooperation between the two types of services is difficult due to the nature of the 
organisation and services, and the financial pressure on the Playhouses after their 
budgets had been cut consistently over the years. Community services have become 
a lower priority in the Playhouses.  
 
Respondents complained about a lack of clarity on the NAC and Umsobomvu Funds, 
which are difficult to access. Poverty Relief Funds are for programmes, not for the 
centres, and can only be applied in selected cases. NQF funds are apparently only 
available for training, not for the concomitant support and administration. Local 
government budgets do not necessarily provide for arts and culture programmes. 
Cape Town and Johannesburg are exceptions. Users are too poor for cost-recovery. 
For example, artists need better facilities but are too poor for rental of other 
professional facilities, such as playhouses. 
 
Generally the centres’ marketing capacity is low. Few managers know the dynamics 
of political lobbying and how bureaucracies work. The centres also lack a track 
record as a municipal powerhouse for service delivery as they have only been in 
operation for a few years (without funds). As a result municipal councils do not seem 
too interested in the centres except for maintenance. In a similar way marketing 
among the public is not tackled systematically, partly due to the lack of staff for 
promotion and publicity. It is clear that the promotion of the arts as valuable 
community development services needs more guidance and support from a national 
and provincial level. In addition, partnerships are needed with informed institutions 
such as technikons and universities. 
 
The Cultural Industries Growth Strategies investigation (1998) has shown that 
income generation depends on the integration of production into a full value chain. 
Presently the centres are isolated and not part of the wider economic system. Local 
centre production is still primarily in a subsistence mode without links to larger 
production systems and sales markets. As local business is seldom interested in the 
centres, and is often in a survival battle itself, little support is found in this sector. It is 
ironic that DPLG has initiated several arts and crafts centres as LED vehicles. 
 
As shown above, tension exists between art as business and art as social 
empowerment. Art as business requires a market orientation and entrepreneurial 
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attitude with a focus on profit making. Many respondents had serious doubts about 
the potential of community arts for income generation unless the quality of products 
suited market demand. On the other hand, art as empowerment requires freedom of 
expression and is usually viewed by the business sector as a luxury, not a necessity. 
Several of the Poverty Alleviation Fund projects look promising, mainly due the 
involvement of qualified persons. 
 
Government projections of the arts centres have been too optimistically based on the 
assumption that artists would volunteer in service delivery. This indeed happens in 
many of the centres, but is not sustainable, as people need income. Volunteers 
eventually focus on income generating projects or their own production. The resulting 
high staff turnover prevents continuity in service delivery and fundraising.  
 
10.2 Packaging 
 
Attractiveness of projects to funders often depends on the package that is offered. 
Sponsors are increasingly interested in multi-purpose packages, where all 
stakeholders share the profit, from the poor user to the business’s marketing 
department. Few centres have the knowledge to package their services in such 
attractive ways. Most funding proposals consist of lists of projects without much 
coherence or an understanding of synergy (wishlists). Few centres have initiated 
partnerships with other providers or centres to offer multiple benefit packages, e.g. 
project development with a number of partners with a variety of outcomes and 
delivery in a number of places. Little guidance is available outside the craft and 
tourist markets. 
 

11 PROPOSALS FOR SUSTAINABLE DEVELOPMENT 
 
It is clear that the arts centres are faced with a multiplicity of problems and 
challenges. It may take years before the arts centres will mature into sustainable 
engines for development. No centre can become self-sustainable, as such 
institutions will always depend on some external grants or donations. Some centres 
will not make it at all without massive investments. Previous and international 
experience seems to indicate that comprehensive capacity building programmes are 
expensive and stretch over long periods, during which centres may collapse. Politics 
do not allow such long time frames. This poses a real dilemma: should government 
boost capacity within a short time with a focus on a few key problem areas, or should 
it accept the long-road of growth with a risk that stakeholders lose interest? In both 
ways the centres will fail to become sustainable like so many other development 
initiatives. It has also become clear that a general development approach will not suit 
the diversity of arts centres and their contexts. Programmes should enable diverse 
applications that address distinct needs and can build on existing local strengths. 
 
 Section 11 will highlight the building blocks for a comprehensive strategy for an 
integrated network of sustainable arts centres. In section 11.1 a limited number of 
strategic options will be discussed which should form the starting point and guiding 
framework for a growth path to sustainable engines for socio-economic development. 
 
It must, however, be stressed that government commitment as reflected in budgets 
remains a pre-condition. Arts centres are similar to other means of service delivery, 
such as clinics, libraries and schools.  
 
It should also be accepted that not all centres will make it. Some just lack the basic 
ingredients for sustainable development. One of the aims of the proposed research 
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will be to discover which ones are most likely to become sustainable. Government 
may have to find other uses for the failing centres, such as other services or 
outsourcing or renting them to local organisations. 
 
11.1 Proposals for capacity building programmes  
 
From the above it is clear that capacity building programmes are required in most 
areas. Interim government support for sustainability should be part of the capacity 
building process. Without substantial investments in key areas capacity will remain 
inadequate. 
 
The audit, national workshop and previous research indicate that the following are 
key areas for investment into capacity building: 
 
11.1.1. Policy formulation 
 
DACST will have to step up processes for policy formulation. Existing policies that 
are relevant to the arts centres should be collated and analysed for application and 
dissemination to stakeholders. Specific policies are needed with regard to  

 the role of the arts centres in national, provincial and local socio-economic 
development,  

 national programmes such as the Moral Regeneration Movement,  

 their integration into multi-sectoral service delivery and IDP processes,  

 linkages to the formal education system,  

 training provision for arts and culture management,  

 linkages to employment, markets and the tourist industries, and  

 legal aspects of ownership and funding of multi-stakeholder governance 
bodies.  

Without these policies role players, and particularly provincial and local government, 
will remain reluctant to accept the centres as integral to their political and 
developmental agendas. Policy making at provincial and local level will largely 
depend on guidance from a national level. 
 
11.1.2. Institutional development 
 
Government must boost its capacity at national, provincial and local government in 
the areas of policy making and implementation, the establishment of 
interdepartmental and intra-departmental task teams and the creation of linkages 
between the arts centres and other community centre initiatives, such as the MPCCs 
and Science Centres. Boosting government capacity has serious financial 
implications as more staff is needed in order to cope with challenges. It is imperative 
to make active involvement in the arts centres and the achievement of the centres’ 
objectives part of the designated officials’ key performance criteria. Furthermore, 
DACST needs a passionate champion to ensure that the arts centres are promoted 
as valuable assets, not only for the arts but also for general development. Another  
way of stimulating local government in the support of their arts centres would be the 
establishment of a “Creative Cities Award”, in which the existence and support of a 
local arts centre would be one important criteria for winning. 

 
DACST, in partnership with senior stakeholders in the older and new arts centres, 
HET institutions and NGOs, needs to develop models for management and 
programme development. Similar work has been done in other sectors, such as 
SMMEs, education, health and welfare, but there is a need for a consolidated 
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approach. As the arts education sector is underdeveloped DACST will have to take 
the initiative.  
 
11.1.3 Establishment of flagship centres 
 
It is suggested that government differentiates between centres with a leadership 
potential and smaller ones that offer only local services. Larger or more promising 
centres may be developed as flagships, e.g. one per province or set of provinces, like 
the museum context. A flagship will receive funding from both national and provincial 
government. In practice a flagship will need to contain several partners in order to be 
a leader (see cluster development in 11.1.4). It could also consist of a number of arts 
centres or organisations, e.g. Artscape plus CAP and Guga s’Thebe. Another route is 
to merge flagship arts centres with flagship science centres to increase synergies. 
 
Flagships could become the conduit for community arts services, similar to Library 
and Information Services and Health Services at a provincial level. 
 
11.1.4 Cluster development 
 
DACST should initiate the development of clusters around the arts centres. Such 
clusters would consist of one or more DACST centres that are near enough for 
cooperation, existing older arts centres, provincial and local government 
departments, other cultural development organisations, HET institutions, schools, 
social and economic service providers, private sector stakeholders and support 
service agencies 

 
Clusters enable partners to cooperate on projects, tender for larger projects, obtain 
more funding, share resources, consolidate lobbying initiatives, share costs of 
exchange programmes, contract service providers as a group, etc. Centre managers 
and government officials should be trained to develop partnerships while models for 
cluster formation should be developed at a national level. 
 
Successful clusters should be financially supported from provincial and inter-
provincial funds, while members should pool their own investment funding. 
 
Central to the development of clusters — but by no means its only catalyst — is the 
maintenance of sound human relations, which has become a skill for which people 
need to trained. 
 
11.1.5 Access to skills 
 
Advanced skills levels have proved to be a precondition for successful performance. 
For example, the Cape Tech found that projects managed by HET qualified people 
were most sustainable. According to centre managers, skilled people are available 
from communities themselves, but they need to be remunerated and become part of 
a continuous process of capacity building. 
 
It must be accepted that skills development is a medium to long-term process, to 
which all stakeholders should have access. Government officials need skills for 
intersectoral programme planning and management, arts centre managers and staff 
members need skills in project management, negotiating, lobbying, networking and 
community mobilisation. Where skills are scarce, partnerships should be developed 
to provide temporary support, e.g. integrating community work into HET curricula, 
seconding of experienced staff for part-time work in the arts centres or departments, 
partnering older and newer arts centres at management level, recruiting master 
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artists from the community. It is important to provide continuous and regular capacity 
building services. For example, as rural crafters make major investments to come to 
the centres and view visits as both capacity building and social events, their 
relationship with staff has to be built on trust, which requires sustained contact with 
the same persons.  
 
As a long-term strategy more effort must be put into the linking of arts centres to the 
NQF system. Centres need more information on the NQF accreditation requirements 
and opportunities for further development. The DACST website can be used for the 
dissemination of information. The MAPPPSETA is aware of the potential of the arts 
centres for their own strategies, and centres can capitalise on this need. 
 
11.1.6 Governance and management 
 
Policies on governance within multi-partnerships of provincial and local government, 
private sector and community organisations have to be clarified. Experience in other 
centres — e.g. the Alexsan Kopano Centre — shows that multi-party governance 
bodies, such as Section 21 companies, are more effective than local government 
departments. The acceptance of multi-party governance implies that roles must be 
contractually agreed, and that the capacity of all participants must be built, from local 
government officials to art organisation representatives. Team-training programmes 
of such bodies are urgently needed. 
 
The selection of appropriate managers is key to the success of arts centres. All 
stakeholders should be involved in the selection process even if the formal 
appointment occurs through local or provincial government. Selection should be 
based on a jointly agreed manager’s profile for the specific centre and proven skills 
or track record. Examples of such a profile and skills definition are provided in 
Addendum D. 

 
Management committees should be included in training programmes as their 
capacity would enable managers to delegate responsibilities. Such training 
programmes should cater for general skills and discipline based skills. HET 
institutions, the private sector and NGOs should become involved in such training. 

 
11.1.7 Infrastructure 
 
Government should ensure that centres have access to ICT communication and 
media networks, for faster communication and access to information and training. 
Access to ICT networks enables centres to link to MPCCs, the private sector and 
markets. Using electronic systems for management and administration will enable 
DACST at various levels to monitor and evaluate progress in the centres.  

 
Centres should be well equipped for service delivery. Extending infrastructure should 
follow a growth curve: as centres become experienced at basic service levels and 
demand for advanced services increases, additional and advanced equipment should 
be procured. Government funding should be made available as seed money, but 
centres should also be encouraged to form partnerships with HET institutions and the 
private sector for the acquisition of equipment. Training of educational staff members 
at higher levels should run concomitant to the procurement of relevant equipment. 

 
DACST should develop a national archive or database on best practices and 
networking in arts centres. Centres should be invited to submit reports on best 
practices and discussion groups could be established. The DACST internet website 
should be upgraded for this purpose. 
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11.1.8 Support services 
 
Arts centres should be supported in a variety of ways. First, DACST should provide 
policy, communication and governance support from national and provincial levels. 
Local government departments and institutions should become involved in local 
capacity building similar to programmes offered to officials. Government itself has 
many support services that are relevant to the arts centres. It is suggested that 
DACST investigates the possibility of establishing provincial community arts services, 
similar to library and information services, in order to promote and coordinate cultural 
activities at a local level. The CIC programme has been part of the national and 
provincial MPCC initiatives since the GCIS started this process, and the DACST 
national coordinator is a member of the GCIS Implementation Task Team. 
Negotiations between DACST and the Department of Education about the linking 
between arts centres and the formal education system should be increased. 
Agreements and subsequent policies at a national level should enable provincial and 
local representatives to foster partnerships at their own levels. 
 
The establishment of Cultural Business Development Centres, similar to the one 
implemented at Artscape, is strongly recommended. Such one-stop support shops 
would provide advice, training, linkages to professional artists and organisations, 
information and support at demand. Such CBDCs should be funded through 
provincial or national budgets as they can serve many other organisations in the 
cultural world. As an alternative the provincial centres of excellence, which are 
proposed by GCIS, could be used for supportive purposes. 

 
Performing Arts Councils or Playhouses should play a more proactive support role for 
the arts centres, either as support service providers or as partners in a particular 
cluster. Playhouses should be funded for this purpose and encouraged to capitalise 
on these opportunities through further investments. 
 
Established community arts centres should be contracted to support the new ones. 
Partnerships can be in the form of mentorships or cooperatives in programmes and 
projects. Relationships between the two types of centres have to be contractually 
fixed, with care against domination or abuse by any of the partners. 

 
HET institutions have the skills and resources for support to the arts centres, but 
require funding and formal partnerships for this purpose. It is strongly proposed that 
HET institutions find ways of integrating student work in the arts centres into their 
curricula, e.g. by allocating credits for work done. 

 
Isolation is a major problem in the arts centres. It is proposed that a national 
association or federation of arts centres be established that operates at national and 
provincial levels. This association and its branches can act as representative forums 
and develop exchange programmes between the centres, including international 
ones. This may be a long-term process. 

 
The role of NGOs in the development of arts centres has been neglected. It is 
proposed that NGOs become involved in professional services and capacity building 
programmes in the centres. Existing registers of training or support service providers 
should be linked and updated, and information disseminated to centres. 

 
DACST has initiated international relationships with a number of countries. Such 
relationships should include arts centres and support agencies. Exchange 
programmes and support programmes, such as the one developed with the Flemish 
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government, can boost the capacity of local arts centres in several ways, including 
their status among local politicians and art organisations. DACST should target its 
complementary funding to such bi-national programmes to capacity building of 
selected arts centres. 

 
Funding is a key concern among support service agencies. Most agencies work on 
shoe-string budgets and suffer from problems similar to the arts centres. Two ways of 
funding support services should be investigated: a) allocations from national funding 
agencies (NAC, Lottery, Skills Development Fund) for specific capacity building 
programmes for which support agencies can tender; and b) the inclusion of support 
agencies in clusters of stakeholder organisations and institutions, in which case 
provincial and local government funding can be used. 
 
11.1.9 Community participation 
 
Although local government, through councillors and officials, remains a central role 
player in the arts centres, broader community participation should be encouraged in 
a structured way. The proposed model for arts centre governance would include at 
least three parties: provincial and local government, civil society organisations and 
dedicated individuals. Local government should be representative of two levels: 
councillors and officials. Councillors represent political interests, while officials ensure 
continuity of operational partnerships over time. Community representatives should 
include at least the main local art organisations and educational institutions. It is 
proposed that local organisations are invited to submit reasons for their inclusion to 
ensure real capacity and commitment. These members should not only represent 
community interests but also the arts centres’ interests within the community. 
Sustainable links should be established between community organisations and the 
arts centre management committee in order to strengthen management capacity in 
areas that are not provided for in the centre itself, e.g. auditing, publicity and 
promotion, specialised art related tasks, student recruitment, audience development. 
One key criterion for inclusion into the governance body is the members’ concrete 
contribution to the arts centre. Membership should be formalised, preferably through 
a Section 21 company or trust.  
 
Community representatives on the board should be involved at an operational level. 
It is suggested that board members are allocated specific tasks or portfolios that link 
to the centres’ operations, e.g. fundraising, accountancy and administration, teaching 
and production, marketing and sales, etc. 
 
World-wide volunteers are engaged in community work, from museum guides to 
homecare givers. In South Africa poor communities sustain themselves through 
voluntary support and sharing of resources. However, participants in the workshop 
warned about unrealistic expectations by government. Voluntarism has extreme 
limitations within poor communities as it is not sustainable without a basic income. 
One solution is to make some funding available for food, transport and a basic 
reward that may attract unemployed people. Yet, centres prefer to have experienced 
people involved, and these do not work for free. It is proposed that the issue of 
voluntarism is properly investigated as a possible way of offering affordable services. 
 
It is well-known from development studies that community involvement is a tricky 
negotiation process and involves power-struggles and often lacks continuity. 
However, without representation by community-based organisations the link between 
the centres and their community may remain supply-based rather than needs-based. 
Training of managers should therefore include negotiation skills and participatory 
management approaches and methods. 
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Of particular importance is the involvement of youth. This is the most problematic 
relationship. Youth tends to be overly optimistic about their capacity in decision-
making, while often not able to sustain their contributions. Capacity building of youth 
participants and youth organisations should accompany their inclusion into the 
centre’s operational activities. 
 
11.1.10 Funding 
 
Sufficient funding is a precondition. Respondents emphasised that DACST should 
show its commitment to its own initiative through interim budget allocations to 
provinces and local government. The department should also negotiate with 
provinces to allocate more funding to arts centres. Government and centre 
management should show an investment attitude, determining critical social needs 
areas in which the arts can contribute to solutions. In this way funding should attract 
additional funding from sources other than the arts. 
 
Strategies for capacity building should of necessity include the development and 
broadening of sources of income for the arts centres. Some of the above building 
blocks should assist centres in increasing funds, e.g. cluster formation and support 
services provision. Funding is available from a number of sources in government, 
private sector, donor community and user communities, such as the MAPPPSETA 
and Poverty Alleviation Fund. Two keys seem to open such funds: convincing the 
funders that the activities offered by the arts centres fit the funding agents’ objectives, 
and that the value offered through arts centre activities is higher and more 
sustainable than through competitors’ activities. Information on funding requirements 
should therefore be easily accessible and proactively disseminated among arts 
centres. DACST should play an active role in this process through its internet website 
and newsletters. Furthermore, arts centres should be capacitated to develop funding 
proposals that are convincing and imaginative. Board of directors/trustees should be 
empowered to guide managers in this task. 
  
Income generation through production and market development should become a 
major thrust in those arts centres that have such potential. The Creative Industries 
have been identified as highly potential employment creators, but the centres need 
guidance for using these avenues. Both the MAPPPSETA and DACST should 
provide guidelines and manuals in this regard. 
 
Sound financial management is a precondition for continued funding. Arts centres 
should be supported in the development of professional financial management 
systems and report writing. Local government with its established bureaucracies, 
should play an empowerment role in this regard. Alternatively support agencies 
should make their services available, particularly in advanced accountancy.  
 
Major funders require applications at least half a year before projects start. In 
addition, such funders do not fund any arts or culture project. Centres should plan 
their activities and concomitant fund applications well in advance and as part of 
medium to long term programme planning. Before the time-consuming task of 
completing application forms and preparation of supportive documentation is 
undertaken, centre managers should investigate the “fit” of their proposals into the 
funders’ portfolio. 
 
11.1.11 Monitoring and Evaluation systems development 
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No sustained capacity building process can be established without an effective 
monitoring and evaluation system. Such a system works in two ways. Vertically, the 
system would channel information on progress on reaching objectives from a local 
level, through provincial to a national level. Criteria for the selection of information 
that is needed will be determined at each level, e.g. from detailed and specific 
information at a local level to consolidated information at a national level.  
 
Horizontally the system would provide information on progress to stakeholders at the 
same level. At a national level the system will collect information from partners and 
related departments and institutions, e.g. Cabinet clusters, national forums and 
international agreements. At a provincial level information on progress will be 
collected and disseminated between departments and provincial stakeholders such 
as NGOs. At a local level partners will keep each other informed through the system 
on progress in the cluster. 
 
Legislation in many sectors already makes the development and use of such 
monitoring and evaluation systems compulsory, e.g. the Municipal Systems Act and 
regulations from the National Treasury. DACST should investigate progress made in 
other departments and major funders with regard to monitoring and evaluation, and 
link to successful ones. The proposed African Cultural Observatory could provide a 
model for such a monitoring and evaluation system, at least its database. 

 

12 PROPOSALS FOR IMPROVED SERVICE DELIVERY 
 
As said before, there is a need for guidance on the improvement of service delivery. 
However, generic guidelines must be customised to accommodate local context. The 
following strategic pointers should provide a framework within which DACST and 
local centres can improve their delivery.  

 
12.1 Systematic analysis of user demand 
 
Local arts centre managers and committees should approach the identification and 
analysis of user needs and demand in a systematic way. Several methods for this 
purpose are available from the general development sector, but these tend to be 
expensive. Examples are Participatory Rural Appraisals (PRA), in which community 
members are involved in self-analysis and setting of objectives, and community 
surveys in which households are interviewed about their requirements. A cheaper 
approach is the use of focus groups and workshops with art organisations and their 
users. NGOs and HET institutions can assist in local analyses, but DACST should 
develop generic models and methods for local applications. When expensive 
consultative processes are not available, it is advisable to start with small projects as 
pilot projects, which are regularly evaluated for future planning. It is important that 
local users are involved in the evaluation process. Alternatively centres can act as 
cultural brokers for local artists that want to offer services but lack facilities and 
equipment. In this way risks are spread and facilitators motivated to commit 
themselves. 
 
Arts centres should develop linkages with other government departments which have 
already identified community needs, and which could make use of the arts for their 
own purposes. Centres could form partnerships or tender for the work to ensure 
income. An important channel for shared needs analysis is the IDP process. Arts 
centre managers should become involved in this process not only for input but also 
for using it for community consultation and sharing of resources and clients. 
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12.2 Improved programme and project planning 
 
The audit showed that programmes and projects generally tend to be more 
expensive and time-consuming than anticipated or planned in advance. Little has 
been published on programme and project planning in the cultural sector, yet there is 
extensive experience in this area in formal and informal organisations. It is proposed 
that DACST produces guidelines for this purpose using existing knowledge in its own 
and in other sectors. 
 
12.3 Using existing suppliers and service providers  
 
Arts centres can improve their service provision by linking to experienced service 
providers in their area. A variety of linkages can be established: cooperation in 
projects, sharing of resources and targets, outsourcing of services and gaining 
access to resources. Such linkages need not be limited to local suppliers, but may 
include national or provincial programmes that need execution on a local level. 

 
Communities have assets that are useful to arts centres and allow them to improve 
their service delivery. Centres can outsource activities to local agents, such as local 
art organisations, theatres and galleries. Although this implies expenditures rather 
than income, such agents may be able to offer the services at lower costs or at a 
larger scale. Centres should systematically collect information on existing 
organisations, assets and agents that can be used for outsourcing or contractual 
partnerships. In the same way centres should advertise themselves as agents for 
outsourcing by other service providers or as partners for culturally related projects. 
 
12.4 Extending service connections 
 
Partnerships can considerably improve service delivery, e.g. with local art 
organisations or with other sectors. A new area that seems promising is service 
provision to the disabled and the aged, who are generally well-represented through 
local and national associations. Setting up partnerships requires a business attitude 
and experience in negotiations and contract formulation. Centres should clearly state 
their objectives and vision before entering into negotiations, determine what are the 
overlays of give and take, and what are the centre’s strengths and core business. An 
assessment of the centre’s own strengths enables it to negotiate a fair deal with the 
partner 

 
Exchange programmes can be excellent ways of extending services locally, 
regionally, nationally or internationally. The larger the scale of the exchange 
programme, the more resources have to be invested. International exchange 
programmes usually provide large funds but also require substantial input from the 
local centre. HET institutions are good partners for exchange programmes as they 
have established infrastructure, skills base and networks. 

 
Outreach programmes allow centres to extend their services, but these are usually at 
the centres’ cost. Partnerships with local organisations, churches or individuals are 
required to ensure effective linkages, but they also enable centres to find new 
supporters and users. 

 
Extension of services can be obtained through audience or participant development. 
An increase in local support is more efficient than extensions into other geographical 
areas. Audience development requires effective publicity, access to schools, homes 
for the aged and disable, etc. Centres should systematically build up an archive of 
promotional material, CDs and videos for advertising and fundraising. The local 
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information bureau and the school system can assist centres in the promotion of 
programmes. DACST should complete and extend its cultural map on the internet to 
enable wider promotion of its centres. Arts centres could become advice and quality 
control centres for craft producers or brokers for local artists and clients. 
 
12.5 Assuring quality 
 

Quality is an important factor in “selling” cultural services. Even social empowerment 
programmes need to offer quality outcomes in order to remain attractive. An 
important way of assuring training quality is by linking the centres’ activities to the 
NQF system and particularly the MAPPPSETA. As said above, more must be done 
to promote the NQF among arts centres and to assist centres in acquiring 
accreditation. HET institutions can play an important role in this respect. 
Accreditation ensures that quality training is provided and increases the legitimacy of 
centres in the community. In addition, it provides linkages and access to formal 
education. 

 
Benchmarking and branding are two ways of ensuring quality in the centre. A critical 
attitude and skills for critical assessment should be cultivated in arts centres through 
open discussions and the invitation of outside assessors. Again art departments of 
HET institutions, professional artists or well-known crafts people could be used for 
this purpose, which also increases the possibility of partnerships. 
 
Determining criteria for quality is directly related to market demand. Centres should 
contact local and regional organisations and experts in the tourist and education 
markets for advice on quality production. Experienced centres and staff members 
again can act as quality assurers for local artists and crafts people that intend to 
market their products. Centres can also act as the intermediate between producers 
and their markets, providing sales opportunities and information on market demand. 

 
12.6 Funding 
 
The DACST initiative to produce information guidelines on how to access funding for 
programmes and making them available on its website, is strongly supported,. Such 
documents should provide information on principles and procedures for the 
application for funding at a local, regional, national and international level. Linkages 
to other development agents, government departments and service providers should 
be included, as well as methods for the fostering of partnerships for tendering 
purposes. 
 
12.7 Integration of capacity building and improvement of service delivery 
 
Capacity building and improvement of service delivery are intimately linked. One 
mistake that has often been made in the past was the provision of training without 
any connection to the daily tasks of the trainee in the organisation. Funding should 
therefore be targeted at those service delivery programmes that build capacity in the 
centres, and to capacity building initiatives that result in concrete services that can be 
evaluated in terms of the sustainability of the centres.   
 

13 TWINNING CENTRES 
 
Establishing a partnership with arts centres abroad — twinning centres — offers 
opportunities for exchange, sharing of information and resources and stimulation of 
imaginative approaches to arts centre development in South Africa. Internationally 
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municipalities are twinning with sister cities from other countries. Several South 
African arts centres are situated in municipalities with such sister relationships. Arts 
centres could benefit from twinning situations by linking to the interaction process. At 
the minimum this would provide centres with information about arts centres in other 
parts of the world. One aim should be the establishment of exchange programmes. 
DACST is in the process of establishing such relationships, but there are many other 
ways to develop twin-relationships. DACST should produce guidelines on the 
potential, advantages and demands of such relationships and the challenges and 
constraints in setting them up. 
 

14 ARTS AND SCIENCE CENTRES 
 

14.2 DACST proposal for Arts and Science Centres  
 
DACST is presently investigating the possibility of combining the need for science 
centres and that of arts centres. Several science centres have been established in 
the major urban centres, such as the MTN Sciencentre in Cape Town, MTN Gateway 
Science Centre in Umhlanga and the Unizul Science Centre in Richards Bay. 
Representatives of these centres and some museums were interviewed and 
attended the workshop.  
 
Many concurrencies have been identified in both types of centres and the concept is 
increasingly accepted. Interestingly, the Afrika Cultural Centre initiated a similar 
approach in its Children’s Museum in the 1990s and still continues the initiative. 
 
The assumption is that the synergy created by integrating or linking arts and science 
centres will improve their ability for sustainable service delivery, and make both arts 
and science more attractive to the wider public.  
 
14.2 Characteristics of arts and science centres. 
 
DACST perceives the following as characteristic of the envisaged Arts and Science 
Centre (ASC): 

 

 A typical ASC would contain interactive displays on science, mathematics and 
technology as well as on the arts and culture.  

 Explore the science in the Arts and Arts in the science through live 
demonstrations and performances of dance, music, performing arts, crafts, 
and hobbies. 

 Explore IKS alongside science and illustrate convergences and divergences. 

 Use emerging technologies to demonstrate concepts and enhance practice in 
the Arts and Science.   

 Provide training in support of the curriculum and enhance skills of practicing 
and potential artists. 

 Provide opportunity for displays on unique African contributions to art, culture, 
science and technology 

 Provide displays and videos on different African cultures and countries. In 
short, produce inspiring displays, demonstrations and shows that make 
people proud to be African. 

 
14.3 Perceived benefits of merging Arts and Science Centres 
 
Merging would have the following benefits: 
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 Maximisation of the resources of DACST and promotion of private-public 
partnerships. 

 Address the phobia towards the sciences and technology. 

 Focus government support. 

 Open up the possibility for mainstreaming IKS. 

 Illustrate and promote creative thinking in the sciences and the arts. 
 
14.4 Potential ASC infrastructure 
 
The arts and science centres offer one model for partnering with other stakeholders 
in development, and particularly youth development. However, the requirements may 
place undue pressure on those arts centres that lack the capacity for such complex 
management structures. It is proposed that the ASCs are only started if a cluster of 
stakeholder organisations and institutions can be established with the advantage of 
shared resources and audiences, mutual support and combined capacity building 
programmes. At this stage the following arts centres seem eligible for ASC 
development, primarily as satellites:  

 Port Elizabeth Museum (flagship?) 

 Thabong Arts and Culture Centre clustering with the Welkom Technical 
College and business 

 Zamdela Arts and Culture Centre clustering with Sasol and local industry 

 Mphatlalatsane Theatre clustering with the Vaal Triangle Technikon and local 
steel industries as well as two large buildings adjacent to the theatre. 

 Solomon Mahlangu Freedom Square clustering with various science councils, 
universities and technikons as well as Mabopane Resource and Training 
Centre 

 Kimberley Community Arts Theatre clustering with local industry and technical 
college 

 Thohoyandou Multipurpose Centre  

 Simunye Multi-purpose Centre 

 Langa Multi-purpose Youth Centre clustering with MTN Sciencentre, 
Community Arts Project, universities, technikons and colleges. 

 

15 MULTI-PURPOSE COMMUNITY CENTRES 
 
15.1 GCIS initiative on multi-purpose community centres (MPCC) 
 
Since 1997 government has actively been involved in the establishment of multi-
purpose community centres. These centres provide a diversity of services, with a 
focus on community needs and information provision. The mandate for roll-out of the 
centres lies with the Government Communication and Information System (GCIS) 
and detailed information can be obtained from the website: www.gcis.gov.za/mpcc. 
The DACST community arts centres were assumed to include non-art programmes 
and function as MPCCs. However, this did not realise in most cases, and the GCIS 
has difficulty in conceptualising some of the arts centres as MPCCs. 
 
15.2 MPCC concept 
 
The following is a summary of the MPCC concept: 
 

http://www.gcis.gov.za/
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 An MPCC is a structure for the provision and use of services as a one-stop 
shop. Various internal and external stakeholders are involved in MPCCs: local 
community, youth groups, council, officials, local/provincial and national 
departments, private sector businesses, NGOs and faith-based organisations 
(churches). A stakeholder is a person/organisation that has a clear interest and 
investment (stake) in the MPCC. 

 MPCCs are based on the principle that life is holistic, one, and not divided. 
Service provision should therefore also be integrated or coordinated. 

 Government provides services, but at a cost, although some basic services are 
free (water, electricity). A community can demand services if consumers are 
willing to pay for them. Costs of MPCCs are carried partly by local and 
provincial government, but councils expect to make some revenue (income) out 
of the users of the MPCCs.  

 Stakeholders invest time and money (assets) into the MPCC and expect a 
profit. If the MPCC runs at a loss, stakeholders withdraw or take their 
investments away.  

 MPCCs are based on partnerships between stakeholders in which individual 
interests are linked to shared interests. Partners support one another and share 
benefits of the MPCC. 

 The MPCC is thus a combination of community empowerment and business 
development. In many cases the offices and main functions are sponsored by 
government or donors, while small businesses and micro-traders develop 
around the MPCC.   

 
15.3 Introduction of the GCIS initiative 

 
The GCIS aims at establishing a MPCC in each municipality or District Council and 
they are busy with roll-out. In each MPCC at least six departments must be involved. 
MPCCs require community participation. The standard process of establishing a 
MPCC is described on the website, but in practice more interaction with local 
government is required to ensure that it fits their basic plan for a region. If the MPCC 
must contain an Information Technology and Communication service (ITC), the 
Universal Services Agency must become involved. 
 
MPCC are expensive due to the infrastructure, running costs and maintenance. An 
MPCC can become a white elephant, a liability to local government, as the council 
will not have the funds or staff to manage it. On the other hand capital expenditure 
and infrastructure are taken care of at a national level (GCIS) while the Department 
of Public Works consolidates rental costs for participating departments, providing 
some income for the MPCC. National support and partnerships in the MPCCs is 
presently better developed than in the arts centres. 
 
It is recommended that DACST strengthens the linkages between its own arts centre 
initiative and the MPCCs on a provincial and local level through cooperative projects. 
Much can be learnt from the GCIS approach and methodology for establishing the 
centres and ensuring their sustainability. GCIS has appointed a senior official for the 
management of the programme and provincial representatives for local roll-out and 
subsequent guidance. 

 

16 RECOMMENDATIONS FOR A DEVELOPMENT STRATEGY 
 



 47 

Taking the various building blocks for a comprehensive strategy and the need for 
short-term interventions into consideration, the following 3-phased development 
strategy for the existing centres is proposed. 
 
16.1 PHASE ONE: 2002-2003 
 
16.1.1 Policy making 
 
DACST should initiate a participatory policy-making process that is based on a 
comprehensive analysis of existing policies with regard to social development, 
capacity building and service delivery in all sectors, and should apply these policies 
to the community arts sector. This initiative could form the preparatory phase for a 
proposed partnership with the Flemish government for cultural policy making in South 
Africa, which is to start from 1 November 2002. 
 
Through a participatory process and the provision of guidelines this policy-making 
process should encourage provinces and local government to initiate their own 
participatory policy-making process for arts and culture as part of their socio-
economic development and IDP processes. This process should include a revisiting 
of original Memoranda of Agreement on the arts centres. Provinces should be 
encouraged to implement their own policies by ensuring that arts centres become 
operative and the responsibility for arts centres becomes part of a senior official’s 
performance criteria. The national and provincial policy-making processes should run 
concurrently (with DACST leading the process) and should be mutually informative.  
 
DACST should step up its negotiations with the Department of Education for the 
creation of linkages between arts centres and the formal education sector. The 
proposed artist-in-school programme, which is currently researched, should become 
part of this initiative. 
 
16.1.2 Institutional capacity building 
 
DACST should establish an intra-departmental committee for the development of 
community arts centres. This team should be chaired by the Director: Arts, Culture 
and Society and include at least the Directors/Deputy Directors of International 
Relations, Institutional Development, Arts Education and Training and Promotion of 
Science. The main task of this committee is to ensure effective coordination of all 
DACST functions that affect the community arts centres. DACST should preferably 
appoint a project manager for the coordination of policy making and implementation. 

 
In a similar way provincial arts and culture departments and local governments 
should be guided in the establishment of intra-departmental committees at their level. 
These committees would become responsible for the coordination of policy making 
and implementation, and lobby for the arts centres within an overall arts and culture 
policy and implementation environment. This task would include negotiations with 
existing and potential roleplayers in the arts centres, such as HET institutions. 
 
 
16.1.3 Using national programmes for the promotion and funding of 

programmes in community arts centres 
 
DACST should purposefully link existing national programmes to service delivery in 
selected arts centres with proven ability to manage implementation. Examples are 
the Poverty Alleviation Fund, which is already applied to several arts centres, and the 
Moral Regeneration Movement. Funding from these programmes should be used for 
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a roll-out of activities in the communities through the centres, and show that the arts 
can contribute considerably to the aims and objectives of these national 
programmes. DACST should also submit applications for nationally coordinated 
programmes in the centres to the National Lottery and the Umsobomvu Fund. 
 
16.2 PHASE TWO: 2003-2005 
 
16.2.1 Institutional capacity building 
 
DACST should guide provincial and local government, through their intra-
departmental committees and the arts centres to engage community organisations 
and individuals in capacity building of the arts centres. This could include 
involvement in management and service delivery. 
 
16.2.2 Local cluster and flagship formation 
 
DACST should encourage provincial departments of arts and culture to develop 
clusters around their community arts centres in which at least the following partners 
should be included: provincial government, local government (councillors and officials 
that deal with service delivery), the community arts centre, local art organisations and 
theatres, prominent artists and art educators, parastatals, existing arts centres and 
NGOs that can contribute to capacity building and service delivery, private sector 
companies, science centres, HET institutions, MPCC or GCIS representatives. The 
main aim of the clusters is to develop partnerships in capacity building and service 
delivery that are mutually beneficial. Clusters should be rewarded for successful 
partnership projects and programmes through preferential funding from national 
development funds, including DACST funding. 
 
Special attention should be paid to clusters that link arts centres to MPCCs and Arts 
and Science Centres. 
 
The cluster formation in three selected provinces through the Flemish-SA bi-national 
programme should be extended into other provinces through policy guidelines, 
manuals, workshops and exchange programmes. 
 
The cluster formation initiative should be extended into the establishment of flagship 
arts centres that facilitate capacity building and service delivery programmes in 
designated areas, probably including more than one province. 
 
16.2.3 Promotion of arts and culture management training 
 
DACST should increase its engagement of HET institutions, NGOS and the 
MAPPPSETA for the promotion of arts and culture management training through 
formal institutions and in-service training programmes. A general programme that 
consists of a number of building blocks that can be arranged according to local needs 
should be produced and distributed for application in clusters and individual centres. 
Government training institutions at provincial and local level should be involved in the 
design and provision. 
 
 
16.2.4 Promotion of volunteers programmes in the arts centres 
 
DACST should initiate a national volunteers programme in community arts by 
allocating funding to projects in arts centres that are in line with national imperatives 
or programmes. Such funding should cover basic costs for involvement in service 
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delivery, mainly transport, food, accommodation and a daily allowance. It is proposed 
that arts centres engage with local artists and organisations and nearby HET 
institutions to provide services in the arts centres as part of this volunteer 
programme. Within this context negotiations should be started with HET institutions 
to include practical work in arts centres as part of their course curricula. The national 
volunteers programme could be developed in line with Volunteers SA and practices 
established during the 2001 National Volunteers year. 
 
16.2.5 Provision of support services by older arts centres 
 
DACST should promote the contracting of existing arts centres with established track 
records in management and service delivery as well as HET institutions for the 
provision of support services to the DACST centres. Such support should be part of 
the management capacity building programme and feed into the production of 
guidelines and manuals as well as the database on best practices. 
 
16.2.6 Production of guidelines 
 
DACST should appoint consultants for the production of practical guidelines on 
critical issues in arts centres, such as the development of partnerships, intersectoral 
cooperation, participation in the IDP process, funding for the arts centres, production 
and marketing in economic markets, the use of the arts in social development, 
monitoring and evaluation, and needs and asset assessment.  
 
16.2.7 Development of a national arts centre database 
 
DACST should establish a database for the arts centres and related organisations, 
which should contain contact information, best practices and programmes and 
projects that can be shared. The database should be accessible in electronic and 
printed format, and have linkages to similar databases of service providers and 
MPCCs. The development and establishment of the database could be initiated as 
part of the African Cultural Observatory. 
 
16.2.8 Establishment of a monitoring and evaluation system 
 
DACST should design a monitoring and evaluation (M&E) system that can function 
both vertically and horizontally. The vertical part of the system should be managed 
from a national level, while guidelines and manuals should be produced for 
application at a horizontal and local level. This system could be part of the African 
Cultural Observatory. 
 
16.3 PHASE THREE: 2005-2007 
 
16.3.1 Establishment of interdepartmental committees 
 
DACST should initiate the establishment of an interdepartmental committee in which 
departments that should be involved in arts centre development, are represented. 
This committee should include at least DACST, the Department of Education, 
Department of Provincial and Local Government, Department of Labour, Department 
of Trade and Industry, Welfare and GCIS. The main task of this committee is to 
ensure effective cooperation of these departments in the development of the arts 
centres and their integration into departmental strategies for service delivery. This 
would include the promotion of similar intersectoral committees at a provincial level. 
The proposed federation or association of community arts centres should be 
represented on the national committee. 
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16.3.2 Establishment of Arts and Science Centres 
 
DACST should continue its investigation into the development of ASCs and the use 
of arts centres for this purpose. It is proposed that a limited number of ASCs be 
established through clusters that contain crucial partners from both the arts and 
science sectors, and that are led by flagships. 
 
16.3.3 Establishment of Community Arts Services 
 
DACST should develop policy and encourage provincial government to establish 
Community Arts Services similar to Library and Information Services and Health 
Services. Such community arts services departments or units should provide 
coordinating and support services to all arts centres in the province, and link the 
centres to relevant development initiatives and institutions. National and provincial 
funding of the arts centres should occur through the community arts services 
departments. 
 
16.3.4 Twinning South African arts centres with centres abroad 
   
DACST should encourage the establishment of twin relationships between South 
African community arts centres with arts centres abroad. Policies and guidelines 
should be developed for this purpose while DACST could actively promote such 
relationships through its international networks. 
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ADDENDUM A COMMUNITY ARTS CENTRES IN SOUTH AFRICA 

 

 

Name Place Status 

State subsidised arts centres 
Polly Street Johannesburg Moved to Jubilee Centre, 

Johannesburg 

Jubilee Centre Johannesburg Moved to Mofolo Section, 

Soweto 

Mofolo Art Centre Soweto, Johannesburg Closed 

Katlehong Art Centre Katlehong, East Rand Renovated 

Mmabana Cultural Centre Mmabatho, North West Active 

Mmabana Cultural Centre Thaba Nchu, Free State Active 

Mmabana Cultural Centre Lehurutshe, North West  Active 

Mmabana Cultural Centre Tlhabane, Rusternburg Active 

Mmabana Cultural Centre Matlosane, Klerksdorp Active 

Tygerberg Art Centre Cape Town Active 

Hugo Naudé Art Centre Wellington Active 

Ruth Prowse Arts Centre Cape Town Active 

Tshandaman/Mutale Arts & 

Craft Centre 

Mutale Municipality, 

Limpopo 

Active 

   

Independent arts centres 
Community Arts Project Woodstock, Cape Town Active 

Johannesburg Art Foundation Johannesburg Closed 

Federated Union of Black 

Artists (FUBA) 

Johannesburg Active 

Nyanga Art Centre Nyanga, Cape Town Closed 

Community Arts Workshop Durban Closed 

Madimba Institute of African 

Music, Funda Centre 

 

Soweto, Johannesburg Active 

Funda Art Centre Soweto, Johannesburg Active 

Alexandra Art Centre Alexandra, Johannesbug Active 

Rorke’s Drift Art and Craft 

Centre 

Rorke’s Drift, KwaZulu-Natal Active 

ArtsforAll Pretoria 

Community Arts Project 

Pretoria Closed 

Bartel Art Trust (BAT Centre) Durban Active 

Dakawa Cultural Centre Grahamstown Closed 

Afrika Cultural Centre Newtown, Johannesburg Active 

Ditike Art and Craft Centre Thohoyandou, Northern 

Province 

Closed 

Ujamma Arts Community Sharpeville Closed 

Busang Thakaneng 

 

Sharpeville Closed 

Badisha Art Centre Garankuwa, North West Closed 

Arts and Cultural 

Development Centre 

East London Active 

Sibikwa Arts Centre Ekhurhuleni Metro Council Active 

Monte Bello Craft Centre Cape Town Active 

New Africa Theatre 

Association  

Cape Town Active 
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Grahamstown Arts Centre Grahamstown Active 

Mediaworks Cape Town Active 

Uluntu Community Centre Gugulethu Active 

CVET Cape Town Active 

Hard Ground Press   

Vukani   

Dorkay House Johannesburg Active 

Soyikwa Johannesburg  

MACS Pietermaritzburg Active 

Moving into Dance Johannesburg Active 

Mhlungwana Arts Centre   

Ladysmith Arts Centre Ladysmith Active 

   

DACST Culture in Community Programme 

Amampondo Community 

Arts Centre  

Port St John Semi-active 

Umtata Community Arts 

Centre  

Umtata Non-active 

 

Mdantsane Arts Centre East London Non-active 

Ezibeleni Public Library Queentown Active 

Port Elizabeth Museum Port Elizabeth Active 

Queenstown Arts Centre Queenstown Non-active 

Thabong Arts and Culture 

Centre 

Welkom, Free State Active 

Zamdela Arts and Culture 

Centre 

Sasolburg Active 

Mphatlalatsane Theatre Sebokeng, Vereeniging Active 

Wattville Library Wattville Active 

Solomon Mahlangu Freedom 

Square 

Mamelodi, Pretoria Semi-active 

Emdeni Library Johannesbug Active 

Ntuzuma Art Centre Durban Non-active 

Stable Theatre Upgrade Durban Closed for renovations 

Indonsa Arts and Crafts 

Centre 

Ulundi Semi-active 

Mangusi Library Mangusi, KwaZulu-Natal Active 

Piet Retief Multi-purpose 

Centre 

Piet Retief, Mpumalanga Active 

Delmas Multi-purpose Centre Delmas, Mpumalanga Active 

Badplaas Multi-purpose Hall Badplaas, Mpumalanga Active 

Matsulu Multi-purpose Centre Nelspruit Active 

Lynnville Library Witbank Active 

Nkomazi West Library & 

Performance Hall 

Nkomazi West, Mpumalanga Non-active 

Travelling Community Arts 

Centre  

Northern Cape Active 

Kimberley Community Arts 

Theatre  

Kimberley Active 

Upington Community Arts 

Centre  

Upington Active 

De Aar Community Arts 

Centre  

De Aar, Northern Cape Active 

Boichoko Library  Postmasburg, Northen Cape Active 

Galeshewe Community Arts 

Centre 

Kimberley Closed 



 53 

 

Giyani Arts and Sports Centre  Giyani, Northern Province Active 

Jane Furse Library  Difapie, Northern Province Active 

Thohoyandou Multipurpose 

Centre  

Thohoyandou, Northern 

Province 

Active 

Ganyesa Community Library Ganyesa, North West Active 

Legkraal Library Legkraal, North West Active 

Temba Community Library Temba, North West Active 

Itsoseng Community Library Lichtenburg Active 

Kanana Mobile Library Orkney, North West Active 

Kanana Public Library 

Additions 

Orkney, North West Active 

Mabopane Resource and 

Training Centre 

Mabopane, North West Closed 

Simunye Multi-purpose 

Centre 

Kwanokuthula, Plettenberg 

Bay, Western Cape 

Active 

Langa Multi-purpose Youth 

Centre 

Langa, Cape Town Active 

District Six Museum 

renovation 

Cape Town Active 



ADDENDUM B ATTENDANCE REGISTER 

NATIONAL WORKSHOP:  DEVELOPMENT OF A STRATEGY FOR THE OPTIMALISATION OF DACST COMMUNITY ARTS CENTRES 

 
BAT ARTS CENTRE DURBAN:  25 – 26 APRIL 2002 

 
NAME ORGANISATION ADDRESS TELEPHONE NRS FAX NRS E-MAIL 

Suzan Selepe DACST 188 Schoeman Str 
PRETORIA 
0001 

012 – 337-8473 
082 387 5650 

012 – 323 
9890 

KL65@dacst5.pwv.gov.za 
 

Goodwin Mnisi DACST 188 Schoeman Str 
PRETORIA 
0001 

012 – 337 8007 012 – 323-
9890 

KL64@dacst5.pwv.gov.za 
 

Beth Arendse DACST 188 Schoeman Str 
PRETORIA 
0001 

012 – 337-8516 
082 828 6104 

012 – 323 
9890 

barendse@dacst5.pwv.gov.za 
 

Freddy Arendse Youth Development 
Outreach 
Ydo Arts Academy 

223 St Joseph Avenue 
P O Box 41258 
EERSTERUST 

012 – 806 8876 
082 376 5308 

012 – 806 
9262 
         806 8880 

 

Rev Ntlonze Eastern Cape Province  040 – 609 5897 (w) 
082 492 9318 

 Ntlonze@hotmail.com 
 

Sizakele Moloko KZN Dep of Edcuation 
and Culture 

Private Bag X04 
ULUNDI 
3838 

035 – 874 3621 
035 – 874 3410 

035 – 874 
3620 

culturendr@telkomsa.net 
 

Stinie Luchies ThabaNchu Cultural 
Centre 

Private Bag X12 
THABANCHU 
9780 

051 – 875 1640 
082 853 7672 

051 – 875 
1640 

 

Marianne Ngwenya North West Social 
Service, Arts, Culture and 
Sports 

Private Bag 4001 
MMABATHO 
2735 

018 – 387 0161 
073 2156 506 

018 – 392 
1087 

 

Edmund Mhlongo KwaMashu Community 
Adv Project (K-CAP) 

66 Field Street 
ABC Chamber 608 
6

th
 Floor 

031 – 305 5280 
072 281 0407 
082 487 7167 

031 – 305 
5280 

kcap@mweb.co.za 
 

Phyllis Klotz Sibikwa Community 
Theatre 

P O Box 3398 
BENONI, 1500 

011 – 422 4359 011 – 421 
2346 

Sibikwa@iafrica.com 
 

mailto:KL65@dacst5.pwv.gov.za
mailto:KL64@dacst5.pwv.gov.za
mailto:barendse@dacst5.pwv.gov.za
mailto:Ntlonze@hotmail.com
mailto:culturendr@telkomsa.net
mailto:kcap@mweb.co.za
mailto:Sibikwa@iafrica.com
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Smal Ndaba Sibikwa Community 
Theatre 

P O Box 3398 
BENONI 
1500 

011 – 422 4359 011 – 421 
2346 

Sibikwa@iafrica.com 

Derek Fish Unizul Science Centre Private Bag X1001 
KWADLANGEZWA 
3886 

035 – 797 3204 035 – 797 
3204 

dfish@iafrica.com 
 

Prof Juliet Armstrong Natal University 40 Ridge Road 
Scotsville 
PIETERMARITZBURG 
3201 

033 – 346 0557 (h) 
033 – 260 5229 (w) 

033 – 260 
5240 

armstrongj@nv.ac.za 
 

Joyce Macombe Zamdela Arts & Culture 
Centre 

P O Box 2588 
SASOLBURG 
1947 

016 – 974 9108 
082 929 8906 

016 – 974 
9108 

 

Mnwabisi Namntu Simunye Community Arts 
Centre 

P O Box 2445 
PLETTERNBERG BAY 
6600 

044 – 533 2050 
072 183 6652 

044 – 533 
3827 

Simunyecentre.yahoo.com 
 

Sam Mofokeng Mphatlalatsane Theatre Box 35 
VEREENIGING 
1930 

016 – 592 1682 
016 – 450 3024/5 

016 – 422 
6968 

 

Holly Luton-Nel Alexsan Kopano 
Educational Trust 

P O Box 783821 
SANDTON 
2146 

011 – 608 1761 
083 441 5040 

011 – 608 
2001 

alexsan@iafrica.com 
 

Thandi Dayel Funda Community 
College 

P O Box 2056 
SOUTHDALE 
2135 

011 – 938 1485 011 – 938 
7439 

 

Graham Falken Community Arts Project P O Box 13146 
CAPE TOWN 
7915 

021 – 465 3689 021 – 465 
2008 

Cap@iafrica.com 
 

Nise Malange BAT Centre Trust P O Box 6064 
DURBAN 
4000 

031 – 332 0451 031 – 3322213 info@batcentre.co.za 
nise@batcentre.co.za 
 

Eric Appelgren BAT Centre Trust P O Box 6064 
DURBAN 
4000 
 

031 – 332 0451 031 – 3322213 info@batcentre.co.za 
nise@batcentre.co.za 
 

mailto:Sibikwa@iafrica.com
mailto:dfish@iafrica.com
mailto:armstrongj@nv.ac.za
mailto:alexsan@iafrica.com
mailto:Cap@iafrica.com
mailto:info@batcentre.co.za
mailto:nise@batcentre.co.za
mailto:info@batcentre.co.za
mailto:nise@batcentre.co.za
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Prof Caesar Ndlovu Playhouse Company P O Box 5353 
DURBAN 
4000 

031 – 369 9400 
082 928 849 

031 – 305 
3161 

ndlovu@playhousecompany.com 
 

Benji Francis Afrika Cultural Centre P O Box 8380 
JOHANNESBURG 
2000 

011 – 833 2323 
083 989 4590 

011 – 833 
2324 

africul@global.co.za 
 

Chantal Collet VACA Iwisa Building 
66 Cnr Queen + Carr 
Newtown 
JOHANNESBURG 

082 857 2282 011 – 873 
5797 

vaca@pixie.co.za 
chantie@mweb.co.za 
 

Andre le Roux National Arts Council 66 Wolhuter Street 
Newtown 
JOHANNESBURG 
 

011 – 838 1382 011 – 838 
6363 

andre@nac.org.za 
 

Anthea Martin The African Art Centre Box 803 
DURBAN 
4000 

031 – 304 7915 
082 828 0211 

031 – 304 
7915 

Afriart1@iafrica.com 
 

Doris Johnson Triple Trust Organisation 5A St Michaels Road 
P O Box 11028 
EAST LONDON 

043 – 743 7451 
082 202 4067 

043 – 743 
7943 

ttoeu@mweb.co.za 
 

Else Bonelle Indonsa Arts and Crafts P O Box 1192 
ULUNDI 
KZN 
3838 

035 – 879 2715 
072 1256 245 

035 – 879 
2713 

 

Gerard Hagg Human Sciences 
Research Council 

Private Bag X41 
PRETORIA 
0001 

012 – 302 691 (w) 
012 – 332 294 (h) 
082 5606 209 

012 – 302 
2284 

Chagg@hsrc.ac.za 
 

Sebe Zwane GCIS KZN 21 Field Street 
SAGE Life House 
DURBAN 
4000 

031 – 301 6787 031 – 305 931 Sebenzilegglisdbn.kzntl.gov.za 
 

Xolani Majozi KwaMashu Community 
Adv Project 
K-CAP 
 

66 Field Street 
ABC Chamber 608 
6

th
 Floor 

031 – 305 5280 
072 281 0407 
082 487 7167 

031 – 305 
5280 

kcap@mweb.co.za 
 

mailto:ndlovu@playhousecompany.com
mailto:africul@global.co.za
mailto:vaca@pixie.co.za
mailto:chantie@mweb.co.za
mailto:andre@nac.org.za
mailto:Afriart1@iafrica.com
mailto:ttoeu@mweb.co.za
mailto:Chagg@hsrc.ac.za
mailto:kcap@mweb.co.za
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Nomsa Mngoma KwaMashu Community 
Adv Project 
K-CAP 

66 Field Street 
ABC Chamber 608 
6

th
 Floor 

031 – 305 5280 
072 281 0407 
082 487 7167 

031 – 305 
5280 

kcap@mweb.co.za 
 

Prof Ian Calder Centre for Visual Art 
University of Natal 
Pietermaritzburg 

Private Bag X01 
SCOTTSVILLE 
3209 
KZN 

033 – 260 5170 
033 – 386 5691 

033 – 2605 
240 

calderi@nu.ac.za 
 

Prof Betsy Oehrle Ukusa at University of 
Natal, Durban 

Music School 
UND 
DURBAN 
4041 

031 – 260 2377 031 – 260 
1048 

oehrle@nu.ac.za 
 

Ronald Makhadi Thohoyandou Multi-
purpose Centre 

Private Bag X5066 
THOYANDOU 
0950 

015 – 962 44791 
083 400 9217 

015 – 962 
6389 

 

Mcebisi Samuel 
Gabula 

     

Lorelle Royeppen Local History Museums 130 Ordnance Road 
DURBAN 
4001 

031 – 311 2235 031 – 311 
2224 

loreller@crsu.durban.gov.za 
 

Bibi Bakare-Yusuf Independent Researcher 26 a Pepys Road 
London SE 1455B 
UNITED KINGDOM 

44207 642 5342  Bibigsurface.u-net.com 
 

Coral Bijoux MTN Art Foundation, now 
at VACA 

 083 222 9812  bijoux@mtn.co.za 
 

 

mailto:kcap@mweb.co.za
mailto:calderi@nu.ac.za
mailto:oehrle@nu.ac.za
mailto:loreller@crsu.durban.gov.za
mailto:bijoux@mtn.co.za


ADDENDUM C 

DEPARTMENT OF ARTS, CULTURE, SCIENCE AND 

TECHNOLOGY 

COMMUNITY ARTS CENTRES AUDIT 
 
The Department of Arts, Culture, Science and Technology has commissioned the 

Human Sciences Research Council to assess progress in its community arts centre 

programme. The first phase consists of a questionnaire survey of the key roleplayers 

in each centre: provincial and municipal officials and the centre manager. Please, 

complete the questionnaire in the following way: 

 You can answer the questions on the printed questionnaire and return it by post 

or fax, or complete it electronically and return it by e-mail. 

 Provide information as concise as possible. No detailed information is required 

at this stage. Telegram style is acceptable, particularly for sections that ask for 

clarification or explanation. 

 Wherever applicable existing documents can be attached without providing the 

same information on the questionnaire. 

 You are not required to conduct any research or investigation to answer 

questions. Where information is not readily available to you, indicate “not 

available”. Where the question is not applicable or relevant, indicate “not 

applicable”. 

 If available, please attach a recent photograph of the arts centre and/or staff. 

 

Your cooperation is highly appreciated. A copy of the final report will be sent to you. 

 

 

1. IDENTIFICATION 

1.1 Name of arts centre: 

1.2 Postal address: 

 

1.3 Telephone nr: (      ) Fax nr: (…..)  

E-mail address: 

1.4 Contact person: 

1.5 Name of person(s) who completed the questionnaire 

1.6 Function of this person in the community arts centre/department: 

 

2. MANAGEMENT 

2.1 Provide an organogram of the management and support structure, if 

available, on a separate sheet of paper. 

 

2.2 Provide a list of directors/trustees (if applicable) 

Name Representative of which 

organisation 

Portfolio in board of 

directors/trustees 

  Chairperson 
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2.3 Who is managing the arts centre? 

Official seconded by provincial government  

Official seconded by municipality  

Manager appointed by board of directors or trustees  

Other:   

 

2.4 How knowledgeable is the manager about the arts? 

Trained in 

arts 

management 

Trained as a 

professional 

artist 

Informally 

trained in the 

arts 

Not trained, but 

experienced in 

the arts 

Not trained and 

not experienced 

in the arts 

 

2.5 Provide information on the management committee 

Function/rank Name Full-

time 

Part-

time 

Remunerated? 

Yes No 

Manager      

      

      

      

      

 

2.6 Provide list of core staff members that are not part of the management 

committee, and their functions 

Name Function Full-

time 

Part

-

time 

Previous experience 

or/and qualification 

Remunerated? 

Yes No 

 

 

      

 

 

      

 

 

      

 

 

      

 

 

      

 

 

      

 

2.7 Capacity 

How experienced are staff members in the following skills 

Skill Number of staff members with 

this skill 

General management  

Planning  

Coordination of activities  

Formulation of business plan  

Programme management  

Financial management  
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Administration  

Facilitating meetings  

Marketing, promotion and publicity  

Community mobilisation  

Negotiations  

Conflict management  

Skills training  

Computer literacy  

Other ….  

 

2.8 Business plan 

Does the Centre have a business plan? Yes/No 

If yes, please attach to completed questionnaire 

 

2.9 Organisational development:  

Indicate the level of organisational development in the centre: 

 

Component Well 

developed 

Average Still in 

process 

Explanation 

Internal 

communications 

    

External 

communications 

    

Organisational 

regulations 

    

Staff appointment 

contracts 

    

Meetings scheduled     

Time management 

 

    

Projects completed 

in time 

    

Filing system 

 

    

 

2.10 Access to skills or capacity that is not available in the centre 

Where do you obtain skills or capacity that are not available in your centre yet, 

but are required urgently? 

 

 

To whom do you go with problems that you cannot solve with the available 

staff in the centre? 

 

2.11 Accountability 

Does the centre have the following in place?: 

Component Yes No In 

process 

Explanation 

Bank account 

 

    

Cheque book     
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Bookkeeper 

 

    

Accountant 

 

    

Auditors 

 

    

Regular progress 

reports 

    

Financial system 

 

    

Annual statements 

 

    

Audited statements 

 

    

Regular financial 

reports 

    

Report back 

meetings to staff 

    

Report back 

meetings to 

community/users 

    

Report back to 

government 

 

    

Regular report 

back meetings from 

management 

committee 

    

Annual report 

 

    

 

2.12 Monitoring and evaluation system 

How are the following monitored and evaluated?: 

Component How is it monitored and evaluated? 

General situation at the 

centre 

 

Progress of programmes 

and projects 

 

Effectiveness of 

management 

 

Efficiency of 

management 

 

Financial management 

 

 

Marketing, publicity 

 

 

Networking 
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2.11 How frequently is the centre operating? 

Not yet open  

Occasionally or when facility is needed by users  

Weekends only  

A few days a week  

Daily  

 

 

3 FINANCE  

3.1 Does the centre have a budget for 2001-2002?    Yes/No 

Does the centre have a three-year budget projection?   Yes/No 

If yes, please attach to questionnaire 

 

 

3.2 Main sources of income  

What are the main sources of income of the centre? 

Source of income (e.g. 

provincial government, 

local govt, donors, 

community, users) 

Purpose of income Type of income 

(monetary or 

in kind, 

clarify) 

Value for 

2001-2002 

    

    

    

    

    

    

 

3.3 Expenditure 

Please attach a statement of expenditure for 2000-2001 if available. 

 

3.4 Capital expenditures 

Where any capital expenditures made since the initiation of the project (e.g. new 

buildings, renovations, equipment, vehicles)? 

If yes, provide examples and value 

 

3.5 Running costs 

Provide an overview of typical monthly running costs at the centre: 

Component 2000-2001 2002-2002 

Salaries   

Management costs   

Administration costs   

Electricity, water, rates   

Telephone, fax   

Communication costs   

Main programmes or 

projects: 

  

a   

b   
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c   

Accountancy   

Networking   

Other:   

 

4 ORGANISATIONAL ISSUES 

4.1 Indicate who the partners in the centre are and how actively they are involved 

(or not): 

 

Partner Role Active Neutral Passive 

Province     

Local 

government 

    

     

     

     

     

     

     

4.2 Ownership 

Who is the legal owner of the 

physical building? 

Who is the legal person of the arts centre? 

Province Province 

Municipality Municipality 

Company Company 

Community organisation Community organisation 

Still negotiating Still Negotiating 

Other:  Other:  

 

4.3 In how far is the community involved in the centre (more than one option can 

be chosen)?  

Represented in board of directors/trustees  

Represented in management committee  

Participating in planning and implementation  

Participating in activities offered by arts centre  

Initiating activities as users  

Not involved  

 

4.4 Is the arts centre part of provincial or municipality’s development strategies, 

e.g. is it included in the Integrated Development Plans?  Yes/No 

 

5 SERVICE DELIVERY 

 

5.1 What types of services/activities/programmes have been delivered by the centre 

over the past 12 months? 

 
Name of example of 

main services/ 

activities/ 

programmes 

Initiated by 

whom 

At whose 

request or for 

whom? 

For which 

period 

Number of 

participants/

users 

Was 

income 

generated 
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5.2 Which vulnerable community groups benefit from the arts centre’s services 

(more than one option can be indicated)? 

Women  

Youth  

Disabled  

Other:  

 

6 INFRASTRUCTURE 

 

6.1 Does the Centre have: 

A fixed telephone: Yes/No If yes, what is the contact number?: 

A mobile telephone: Yes/No If yes, what is the contact number?: 

A fax machine: Yes/No If yes, what is the contact number?: 

E-mail:  Yes/No If yes, what is the address?: 

 

6.2 Describe the physical facilities (offices, hall, classrooms, etc) 

Facility Condition (renovated, 

vanalised, etc.) 

How often 

is it used 

per month? 

Is income 

generated? 

    

    

    

    

    

    

    

 

6.2 Describe the most important equipment in the centre (computer, photocopier, 

art equipment, etc.) 

Equipment Condition How often 

is it used? 

Is income 

generated? 
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6.3 Is the centre accessible to the disabled? Yes/No 

If yes, indicate how: 

 

6.4 Location 

How suitable is the location of art centre?: 

 

 Reason 

Well-located for 

purpose 

  

Badly located for 

purpose 

  

 

6.5 What is the name of the nearest town? 

 

7 NETWORKING 

 

7.1 Assess the network relationships of the art centre: 

 
 With whom 

networking? 

Very good 

relationship 

Neutral 

relationship 

Weak 

relationships 

Clarification, e.g. 

benefits 

Within the 

community 

 

 

    

 

 

    

 

 

    

Outside 

community  

but within 

locality 

 

 

    

 

 

    

 

 

    

Outside 

locality 

     

Nationally 

 

     

Internationally 

 

     

 

 

8 KEY PROBLEM AREAS DEFINED BY CENTRE 

 

Describe the key problem areas and problems experienced in the centre 

 

Problem description Impact of problem on the functioning of the art 

centre 
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9 BEST PRACTICES 

 

On a separate sheet of paper describe concisely any particular success that has been 

achieved in the centre with regard to its intended function or role. If reports, 

newspaper cuttings or magazine articles (possibly with photographs) are available 

they can replace your description. 

 

 

Thank you for taking time to complete the questionnaire. Please send it to: 

 

Gerard Hagg, Human Sciences Research Council, P Bag X41, Pretoria, 0001 

Any queries can be directed to G Hagg at tel. 012 302 2691; Fax. 012 302 2216 

E-mail: Ghagg@hsrc.ac.za 
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ADDENDUM D 
PROFILE OF A COMMUNITY ARTS CENTRE MANAGER 
 
A community arts centre manager should be a generalist, not a specialist, as he/she 
has to manage a diversity of tasks in a complex environment. Core qualities are the 
ability to manage self, teams and a small multi-functional organisation in an 
entrepreneurial way. An educationalist or small business manager rather than an 
artist. 
 
The following attitudes are applicable 

1. Ethics 
a. Integrity 
b. Grounded in values 
c. Professionalism 
d. Dedication 

2. Leadership by example 
a. Proactive 
b. Inspirational 
c. Hand-on 

3. Exploratory and innovative 
a. Sensitive to gaps, niches, opportunities 
b. Initiating new avenues 

4. Service delivery focused 
a. An eye for user/community needs 
b. Client is central 

5. Outcomes focused 
a. Solid planning fully implemented 
b. How can our services make a positive difference to the livelihoods of 

users? 
 
The following knowledge base is required: 

1. Thorough knowledge of management requirements and methods for a 
community focused/based organisation. 

2. Familiar with arts and craft within a socio-economic context 
3. Basic knowledge of informal and formal education context 
4. Awareness of policy environment: 

a. Arts, educational and skills development policies 
b. General community development context 
c. Local government policy frameworks 

 
The following skills are applicable: 

1. Leadership 
a. Strategic management 
b. Delegation of responsibilities and tasks 
c. Team building and management 

2. Entrepreneurial skills: 
a. Situation and demand analysis 
b. Small/Medium Business planning  
c. Implementation management 

3. General management skills: 
a. Administration 
b. Financial management 
c. Monitoring and evaluation 
d. Report writing 
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4. Interpersonal skills: 
a. Communication 
b. Group facilitation 
c. Conflict management 

5. Networking 
a. Understanding functioning of networks 
b. Ability to communicate effectively 
c. Fostering partnerships 

6. Promotional 
a. Marketing of services/organisation 
b. Proposal writing 
c. Fundraising 
d. Organisational development 
e. Staff development 

 
 
 

The Community Arts Centre Manager 
Ideals and Realities 
 
Graham Falken, Community Arts Project 
 
One way of approaching this complex role is to start with a ‘person specification’ 
indicating the essential and desirable skills, knowledge and experience required to 
effectively carry out such a job? 
It seems to me that the job title itself can be rearranged to indicate the different levels 
of importance and priority that can be attached to its core components namely- 
 
Manager > Community > Arts 
 
What follows is an attempt to give substance to this idea. It should be read in 
conjunction with the accompanying ‘Community Arts Centre Manager Matrix’. 
 
Manager 

 Financial management 

 Staff management – supervision & support/ disciplinary 

 Project management 

 Resource management 

 Marketing and Public Relations 

 Information Technology 

 Fundraising – local/national/international 

 Legal context 

 Government structures 
 
Community 

 Communication skills 

 Leadership skills 

 Experience of community work 

 Knowledge of community development theories 

 Group work skills – boards of trustees/ management committees/ politicians 

 Language skills 
 
Arts 

 Knowledge of sector 
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 Generalist background – not wedded to one discipline 

 Networking skills 

 Experience and/or knowledge of working with arts media 

 Knowledge of sector relevant legislation, institutions and funders 

 Passion and genuine personal interest 
 
These are by no means exhaustive but can maybe serve as a useful starting point. 
 
 
 
Copyright 
G.Falken/CAP 



ADDENDUM E 
 
RESEARCH AND DEVELOPMENT PROPOSAL 
 
The research and development proposal is submitted to DACST as a separate document. 


