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envisioned for the lot and having them depict these futures on a pennant. The 

pennants were displayed among a pop-up sculpture garden in the space. 

Community feedback from both events suggested and supported the idea of a 

permanent sculpture garden in the space, which is now the future for the site. In 

this way, our artistic 

engagement with the space 

and invitation for community 

members to join in the art 

making process provided 

direction for physical 

changes in the 

community. 

In my work with the Ferguson Artbus, I will be doing the same. Here, I will 

be working with individuals from Ferguson Youth Initiative, UMSL, Florissant 

Valley Community College and Washington University in St. Louis to disseminate 

templates of a bus with instructions for community members to describe what 

they see Ferguson today to be like and their visions for Ferguson tomorrow. 

These designs will be exhibited by us as students and community members in 

an exhibit open to the public. Then, the designs will be combined into a design 

to paint on an actual city bus, which will circulate the St. Louis area. The painting 

Figure 9: Sarah Hull, Better Blocks, 2014, 
flags and spray paint 
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of the bus will take place in Ferguson and community members will be invited to 

come take part. This too functions as a framework to elevate community voices 

and invite individuals into the process of imagining new futures.  This project 

also works with pre-existing community groups such as Ferguson Youth Initiative 

and seeks to fit into a larger cultural dialogue about regional unity and growth 

after the death of Michael Brown and non-indictment of officer Darren Wilson. 

By doing this, the project is able to be more responsive to community needs, 

insert itself into community functions and gatherings and have a more honest 

voice.  

Another artist whose work seeks to elevate voices of a community is 

Krzysztof Wodiczko. Known for 

deeply engaging in any 

community he works with, 

Wodiczko’s piece Tijuana 

Projection (fig.10) is a good 

example of the way in which a 

community artist can use their 

skills as a maker to provide a framework for hearing unheard community voices. 

In Tijuana Projection, Wodiczko sought out women in the community of migrant 

workers and worked with them express their stories of “secret trauma.” To do 

Figure 10: Krzysztof Wodiczko, Tijuana Projections, 
2001, Projection on Tijuana Imax Theater 
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this, Wodiczko projected their faces as they spoke onto the side of the Tijuana 

Imax Theater, in a public, confrontational and empowering way. This made 

public the voices of these often silenced women and gave them an elevated and 

empowered framework upon which to express themselves. Here Wodiczko co-

created the content of the piece with community members and allowed his role 

to be a facilitator for creating this immersive experience where the public could 

visualize the voices society quiets (Parry, Medlyn, and Tahir).  

Conclusion 

Artistic social practice is clearly not the only means for enacting social 

change. Social workers, teachers, community organizers, activists, politicians, 

non-profits and religious organizations all work in their own way towards similar 

means. In this case, what is the role of the artist among so many others working 

towards similar goals outside of the label of art? In fact, working under the title 

of “artist” can limit the potential reach of the voice of an individual, if the 

statement is only read in the context of the art world. Because art is seen as a 

designated space for controversial assertions, it becomes easy to ignore its 

implications. For example, to protest the financial reliance of the 19th Biennial of 

Sydney upon detention centers that had a history of human rights abuses, artists 

used their power as individuals and business people to withhold their work 

(Garrett). Had the artists simply expressed this critique through their work, the 
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Biennial would not have changed. Because they stepped out into an 

unexpected realm and used their economic leverage, rather than their aesthetic 

voice, they were effective. Knowing, then that the voice of the artist is not always 

the most effective at addressing social change, when and how is it most useful? 

To answer this, I point to something that Rob Garrett calls the “unfettered 

imagination of the artist” (Garrett). It is this ability for artists to image and 

immerse those experiencing the art in alternative possibilities for the future that 

is art’s greatest strength as an agent of social change. In my own work, I make 

connections between history and social issues visible, which creates a new 

reality, or perspective in which both are clearly present and influencing one 

another. When one encounters my work, they enter into this perspective and are 

engrossed in the dialogue surrounding it.  

In conclusion, public, political and community art all stems from the 

desire to engage in public discourse towards social change. All three ways of 

working have potential to reach new audiences and lead to action. In a world 

where many are striving for a better tomorrow, it is so critical to find the most 

effective way to use any set of skills. As artists, the skill set most valuable is the 

ability to imagine new paths and draw others in to that imagination- putting 

ideas into the world so that others can enter in. As Carol Becker so eloquently 

stated, 
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These actions needn’t last forever to be effective. Just the fact of their 

existence affects consciousness and the possibility of humans to rethink 

their relationship to each other and to the State. It’s not a failure when 

such movements devolve; I would say rather it is a triumph that they exist 

at all. Once ideas come into society they cannot be permanently erased 

and their existence, if only brief, still gives hope. Artists understand this, 

which is why they can be so essential at such times. (Becker) 

As an artist working for social change, it is critical to know that this 

freedom to produce, to create and to imagine is the strength of what we 

do and that regardless of how easily measured, art does, in this way affect 

social change.   
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