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We are increasingly an urban planet.
Our cities attract capital and talent,
aggregate and organize activity and
act as cultural and commercial hubs.
But, our cities are also located on a
larger planet, a biosphere upon which
we citizens depend. If human beings
are to thrive in dense urban spaces
then these spaces will need to be
generative. They will need to encourage
human enterprise that can create both
immediate and enduring value.
In this issue of Catalyst we explore
the idea of Creative Cities as agents
of radical re-imagination which can
enable large numbers of people to live
and work, profit and prosper together.
Our contributors examine the degree
to which increasing urbanization will
reshape our relationship with our
biosphere. They provide insight about
how a city might organize its activities
to minimize any negative impact on
the planet. They suggest ways that
we might organize our enterprise to
encourage sociability, responsibility
and delight. They oﬀer examples of
the impact of culture on a city’s ability
to attract, retain and support creative
enterprise.

Creative cities value the creative arts
and use them to engage and stimulate
community. Economic vitality and
cultural vitality are necessary to each
other. State sponsored A+E Districts
have
helped
redefine
Baltimore
connecting community, culture, and
commerce to increase the vitality of
each. But, valuing the arts does not
necessarily equate to valuing either
equity or our environment.
Sustained cultural and commercial
vitality requires a cultivation of the
relations between people and our
shared world. Where socio-economic
equity and environmental stewardship
are not cultivated development is
fragile.
Finally, cities must be home. And, they
must be home to many and diverse
energies. Those cities that feel like
home encourage us to invest our hopes
and talents, to create and to thrivetogether.
Mary McBride, Program Chair
Pratt Institute,
Graduate Programs in
Design Management &
Arts and Cultural Management

OPERATIONS, WEB,
AND COMMUNICATIONS:
ASHTINE RODRIGUEZ
DAVID-GEORGES RENAUD
SAMANTHA CHARTIER
ALI AKBAR SAHIWALA
WEYENESHET GASHAW LAKE
CHINAEDU MADUAGWU
RABIA DILARA CUMHUR
NAZLI BINYILDIRIM
MARIA ANA BARRERA
MEGHAN CREE-SMITH
INES BOUSCAYROL
TAOBAI QI
CARLOS MOTA

COVER ART
Photo taken in New York City
by Don Doherty
@papakila

4

5

Bay Side
Pedestrian
Bridge
In San Juan,
Puerto Rico. Photo
Credit: Jason Minyo

DESIGNING SUSTAINABILITY INTO
CREATIVE ECONOMIES:
TRIPLE BOTTOM LINE BY DESIGN
PLUS CULTURE
By: Ilm Creatives
Executive Summary
n response to the global economic crisis, nations
are re-considering strategies for growth and
resilience. One strategy gaining traction in
recent years is in the growing creative economy,
wherein nations to diversify their economies by
leveraging their cultural and creative assets. Art,
fashion, architecture, and advertising are just a
few examples of industries that rely heavily on the
specialized skills of a creative workforce. Intellectual
property is the enabler of protecting, financing,
and materializing ideas to produce creative output.
The cumulative activities of the creative sector are
called the “creative industries.” The operation of
these industries, taking an innovative design-thinking
approach, is what generates the “creative economy.”

I

A team of interdisciplinary creative professionals
from Pratt Institute’s Design Management graduate
program have developed a framework to guide
nations through development of creative economy.
Titled, Designing Sustainability into Creative
Economies: Triple Bottom Line by Design Plus
Culture, the framework and a manual developed
by; Montserrat Castañon, Dyanis De Jesus, Vimvipa
Poome, Juan Camillo Sanchez, Rasha Al Shihabi and
Saadia Zahid. The aim of the framework is to create a
methodology for incorporating sustainable practices
and outcomes within the development of creative
economies. This article provides a background on the
topic, insights on the process and a quick snapshot of
the final outcome.

Dyanis De Jesús is a creative entrepreneur
with over a decade of experience in
the design and strategy sides of digital,
advertising and business, along with a
deep commitment for social good. Dyanis
is also a co-founder of the Puerto Rico
Creative Economy Initiative (prcei,org),
advocating the importance of cultural and
creative industries as principal drivers of
economic development for Puerto Rico.

Rasha AlShihabi is an Associate Creative
Director and a Design Strategist. Rasha
has more than a decade of experience
ranging from advertising, branding to
entrepreneurship and brand consulting
for non-profits. She holds B.A.s in Graphic
Design and Psychology, and an MPS
in Design Management from Pratt. Her
interests’ lie in utilizing design thinking to
create sustainable business solutions that
bridge art, design and culture.

Montserrat Castañon is an Industrial
Designer and Design Manager with
experience focusing on the production
of design projects and art exhibitions
in museums and galleries such as
Laboratorio Arte Alameda in Mexico City,
and Cristina Grajales Gallery and Fitz &
Co. in New York City. Her passions are the
creative intersection between disciplines,
like art and design, and cultural exchange.

Vimvipa Poome has an extensive
background as a Visual Designer,
Design Researcher, Managing Editor and
E-commerce Project Manager, working in
international environments from Bangkok
to New York.

Juan Camilio Sánchez has an extensive
experience in planning and developing
interactive projects for multinational
agencies in North and South America.
A creative entrepreneur developing
platforms within the intersection of
business, technology, creativity and
sustainability.

Saadia Zaahid is a business strategist with
a decade of experience in the creative
sector in UAE and the Middle East.
International brand consultant working on
projects that build cultural understanding
and commercial collaboration between
the Middle East and the US creative
industries.

“A crisis is a terrible thing to
waste” – Paul Romer, Stanford
University economist (2009)

A creative economy approach
oﬀers sustainable growth and
prosperity, especially to developing
nations that are looking to create
new competitive advantages,
according to UNCTAD. Creative
industries are also crucial for
developed nations because the
competitiveness of the nation relies
on the creativity of their workforce,
and the ability to leverage the
quality of their knowledge and skill
set to gain a strategic advantage.

social equity, environmental
responsibility, economic health, and
cultural vitality.

The Link Between Creative
Economies and the Triple Bottom
Line
The United Nations Conference
on Trade and Development
(UNCTAD)1 2008 Creative Economy
Report concluded that creative
industries provide one of the most
vital sectors and highest growth
opportunities for developing
nations. The UNCTAD2 2010
Creative Economy Report adds
that, at a time of economic crisis,
when standards of international
trade fell, world trade in creative
goods and services remained
resilient.
1. UN (2008). Creative Economy Report 2008, The
Challenge of Assessing the Creative Economy:
Towards Informed Policy-Making. New York, NY: UN
Conference on Trade and Development.
2. UN (2010). Creative Economy Report 2010,
Creative Economy: A Feasible Development
Option. New York, NY: UN Conference on Trade
and Development.

On the other hand, triple bottom
line (TBL) is a framework that
takes into account the social,
environmental, and economic
impact in order to assess value
creation and growth.
An extended model of TBL
proposed by Jon Hawkes3 brings
culture into the equation and
enhances the framework to include:
3. Hawkes, J. (2001). The Fourth Pillar of
Sustainability: Culture’s Essential Role in Public
Planning. Victoria, AU: The Cultural Development
Network & Common Ground Publishing.

According to several reports
disseminated by The United
Nations on the topic of creative
economies, it has been stated
that culture-led development
includes a range of non-monetized
benefits, such as “greater social
inclusiveness and rootedness,
resilience, innovation, creativity and
entrepreneurship for individuals
and communities, and the use
of local resources, skills, and
knowledge.”
A United Nations report on culture
and sustainable development
further explains that, “respecting
and supporting cultural expressions
contributes to strengthening the
social capital of a community and
fosters trust in public institutions.
Cultural factors also influence
lifestyles, individual behavior,
consumption patterns, values

6 related to environmental stewardship, and our
interaction with the natural environment.” Regions or
countries that consider local culture and knowledge
systems are in a better position to foster sustainable
prosperity in a way that fully integrates environmental
and social aspects into their economic development.
A creative economy approach oﬀers the potential to
implement the aspect of culture with triple bottom line
principles into one fully integrated methodology, thus
weaving a common thread of cultural and sustainable
elements into a new type of framework. Therefore,
a creative economy framework oﬀers a baseline
structure in which triple bottom line and culture can
be enhanced, and leveraged to impact a nation, city or
region.

The Task at Hand: We Didn’t Start from Zero
Our extensive research showed that creative economy
theories have been evolving since the mid-to-late
1990’s focused mainly on creative industries—a
concept predominantly led by the United Kingdom
(UK)—driven by their own need to diversify industries
to support economic growth and gain competitive
advantage. Through new industry classifications and
mapping, the UK measured the economic contribution
and potential for development in order to monetize
the production and activities of these industries. In
2006, as the UK government recognized the value
that the creative industries added to their economy
the term “creative economy” was formally adopted to
capture the vast contribution to economic and social
life.

The Role of the Designer
As design managers trained with a triple bottom
line by design perspective, we play a critical role in
connecting design thinking to environments where
new strategic approaches can further spread the
practice of triple bottom line by design and its
objectives.
We saw the opportunity to add further value to
existing creative economy theories by extending them
into a fully integrated sustainable methodology that
could intentionally activate social, environmental,
and cultural aspects along with economic diversity.
This meant a way to foster not only the creation of
economic value but “sustainable prosperity,” which we
define as “the ability of an individual, group or nation
to provide shelter, nutrition and other material goods
that enable people to live a good life, according to
their own definition of what constitutes a good life.”
This is a kind of prosperity where a healthy emotional
and spiritual life exists in a society, in the context of an
enabling environment that improves productivity.

For our purpose, it was important to examine what
could be considered as worldwide benchmarks in the
creative economy theories and methodologies. By
looking at the origins and evolution of the concept of
creative economy, we were able to identify the theories
and methodologies that have been most developed,
most applied, and that are most comprehensive.
Based on our research, the most widely accepted
resources are: The United Nations Conference for
Trade and Development (UNCTAD), John Howkins,
Richard Florida, and the British Council. The basis of
these theories are most widely used around the world,
and in fact, many of the countries researched, which
have implemented a creative economy strategy have
referred to one, or a combination, of these sources.

To achieve our objective, we created specific criteria
to guide our assessment of best practices within each
of the theories; as it was important to establish a point
of comparison and contextual understanding of varied
perspectives. We then identified key factors that each
theory considered in their approach to economic
development, and examined the extent to which TBL
and cultural aspects were already integrated within
them.
The Roles of TBL and Culture
With the set goal to identify opportunities to reach our
objective of fully integrating TBL and cultural aspects
into the creative economy agenda, we also considered
benchmarks already established on sustainability
related to culture and the creative industries. We
identified Forum for the Future’s Beacon Project4,
United Nations Educational, Scientific and Cultural
Organization (UNESCO)5, UNCTAD6 and Asia-Europe
Foundation (ASEF)7 who pioneer the interest and
exploration of the dynamics of creative economies,
TBL, and culture.
Our key findings were summarized in two main areas:

1. Culture plays two roles within a Creative
Economy;
2. Creative industries can support Triple
Bottom Line practices.
4. Forum for the Future. (2010). The Creative Industries Sustainability: Beacon
Project Final Report. United Kingdom: Creative Industries Knowledge Transfer
Network.
5. United Nations Educational, Scientific, and Cultural Organization (UNESCO):
https://en.unesco.org/
6. United Nations Conference on Trade and Development: www.unctad.org
7. Asia Europe Foundation (ASEF): www.asef.org/.

“We saw the opportunity to add further value to
existing creative economy theories by extending them
into a fully integrated sustainable methodology that
could intentionally activate social, environmental, and
cultural aspects along with economic diversity.”
Ilm Creatives

As defined in the Arts and Cultural Management and
Design Management graduate programs at Pratt
Institute, our strategic design knowledge is based on
the idea that TBL can have further impact when fully
integrated into businesses through design thinking
as triple bottom line by design (TBLD). “The full
value of TBL cannot be realized if design is relegated
to delivering discrete TBL product solutions. To be
sustainable, organizations now need to be triple
bottom line by design”, emphasizes Mary McBride, the
Chair of the programs. Throughout the course of the
program, we also became aware that the principles
of TBLD can be applied beyond business. With value
creation, we were looking to boost the economic
development of nations around the world in order to
facilitate “sustainable prosperity”.

1.

Culture’s Two Roles within a Creative Economy:
Functional and Anthropological

Culture’s functional role: culture as a capital:
In establishing the definition of creativity to set the
context for creative economies, UNCTAD identifies
the value and role of culture as a “capital.” The value
derived from culture is measured as capital because it
contributes to the “outcomes of creativity” that then
form the “creative capital.” According to UNCTAD, the
creative capital is comprised of what is defined as the
four capitals: social, cultural, human, and structural or
institutional, which are the determinants of the growth
of creativity. This concept is captured in the “5C
model,” a study on the creativity index developed by
the Centre for Cultural Policy Research, University of
Hong Kong, that measures the interaction of the four
capitals in contributing to the cycle of creative activity
generating a fifth C, which represents the outputs of
creativity in economic terms.
Culture’s anthropological role: culture as an enabler:
Culture influences economy, social inclusion and our
relationship with the environment as it is ingrained in
human behavior in the context of specific communities
and/or regions. A focus on culture can be seen as a
human-centered approach to development, as we
learned from the UNCTAD. They illustrate this point by
stating, “local and indigenous knowledge systems and
environmental management practices provide valuable
insight and tools for tackling ecological challenges,
preventing biodiversity loss, reducing land degradation,
and mitigating the eﬀects of climate change”.
Agenda 21 for Culture:
Another initiative advocating for cultural integration
in a creative economy is “Agenda 21 for Culture,” an
action plan for cultural development. “Agenda 21” was
an agreement by cities and local governments from
all over the world stating their commitment to human
rights, cultural diversity, sustainability, participatory
democracy, and creating conditions for peace.8
According to the agreement, the role of culture in
sustainable development is not only about using artists
to raise concern on climate change or about building
cultural venues that are eﬃcient in the use of natural
resources. They conclude that beyond the income that
cultural industries can bring to the economy, the role
of culture in sustainable development is mainly about
including a cultural perspective in all public policies to
guarantee that any sustainable development process
has a soul.
“... Beyond the income that cultural industries can
bring to the economy, the role of culture in sustainable
development is mainly about including a cultural
perspective in all public policies to guarantee that any
sustainable development process has a soul.”
Agenda 21 for Culture
8. United Nations Sustainable Development. (1992). Proceedings from United
Nations Conference on Environment & Development Rio de Janerio, Brazil, 3 to
14 June 1992: Agenda 21. Retrieved from http://sustainabledevelopment.un.org/
content/documents/Agenda21.pdf

Outcomes of Creativity: Interplay of the 5c’s
Abu Dhabi Urban Planning Council 2030 aims to optimize the city’s
development through a 25-year program of urban evolution.

Fig 2 p.41 A STUDY ON CREATIVITY INDEX
Courtesy of: http://www.uis.unesco.org/culture/Documents/Hui.pdf
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Creative Industries Can Support TBL Practices

Creative industries as drivers of sustainability:
Forum for the Future’s Beacon Project is a sustainable
development charity that partners with leading
businesses and public service providers, to devise
strategies that enhance people’s lives and are good
for the environment. The Beacon Project explores
innovation challenges and opportunities specifically for
creative industries. The project highlights three areas
of opportunities where creative industries can drive
sustainability:
•
•
•

Working to reduce the direct footprint of the
industries;
Working to enhance the creative persuasion they
can have on society and;
Working to promote technology and innovation
for sustainability in order to enhance competitive
advantages

In exploring the intersection of TBL and culture with
creative economies we gathered key insights on
culture’s role and concluded that creative industries
are culture creators that influence people’s behaviors,
and therefore can be the drivers of sustainable
prosperity.
Triple Bottom Line by Design Creative Economy: A
Manual
Through design thinking and application of the 4D
Design Model (Discover, Define, Design and Deliver)9
we created a new methodology that captures
best practices from existing creative economies’
theories, and integrates triple bottom line by design.
This is achieved with the introduction of the Jon
Hawkes’ four pillars as four capitals - economic,
social, environmental and cultural - to establish a
sustainable intent throughout the process of economic
development.
The successful implementation of our methodology,
guided by design thinking, was enabled through the
creation of a manual. This guidebook, available in
print and digital formats, allows diverse stakeholders
to generate creative economy strategies that ensure
sustainable development.
Our Triple Bottom Line by Design Creative Economy:
A Manual is a practical tool to deliver the new
methodology and support its implementation. It was
designed to translate a typically complex process
into a highly actionable, easy to follow step-by-step
process. It is supported with diagnostic questions
and specific examples for each step to facilitate the
application. It guides the full implementation of a triple
bottom line framework to develop sustainable creative
economies in any city, cluster, region or country at any
stage of development, and at any scale, by individuals,
creative entrepreneurs, organizations or governments.
9. The United Kingdom’s Design Council developed the 4D or “Double
Diamond” design process model. The model divides the design process into
four iterative phases: discover, define, design and deliver. The model also maps
the divergent and convergent thinking that should guide each stage (http://
www.designcouncil.org.uk)

How we address the environment:
By integrating the four capitals throughout the
development we are able to operationalize and
measure the inputs and outputs of economic
development always considering: economic, social,
environmental and cultural factors. Environmental
factors are keys to creative industries, the physical
manifestations of the products and services, in their
practices and the context of the regions in which they
operate.
How we address social factors:
People are at the core of our new methodology simply
because they are the key resource behind creativity.
Our approach is devised not only to stimulate
employment and economic opportunities, but also
to address societal concerns such as social inclusion,
poverty eradication, community empowerment and
gender equality, among others - all aligned with the
United Nations Sustainable Development Goals.
How we address cultural factors:
Creative industries are culture creators. They create
cities, objects, communications that influence
consumption patterns, lifestyle, and people’s attitudes.
Our methodology leverages this influence to drive
understanding regarding sustainability, and increase
its awareness. Cultural heritage is also a key that
countries can use to create competitive advantage, for
example in the development of export markets, and a
consideration we intend to bring to attention.
“Our approach is devised not only to stimulate
employment and economic opportunities, but also
to address societal concerns such as social inclusion,
poverty eradication, community empowerment and
gender equality, among others - all aligned with the
United Nations Sustainable Development Goals.”
Ilm Creatives

Masdar
Institute
of Science and
Technology in Abu
Dhabi, UAE.
Photo Credit:
Foster + Partners

Bahia Urbana
along the San
Juan waterfront
in Puerto Rico.
Photo Credit:
Jason Minyo
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Sustainable Creative Economy: a manual

The Eight Step Manual

Photo credit: Ilm Creatives

The eight steps of the methodology are:
1. Assessment, 2. Definition, 3. Classification, 4.Organizational Structure, 5. Mapping, 6. Project Goal, 7. Activation Roadmap, 8. Strategy, Implementation and Measures of Success.
Photo credit: Ilm Creatives

How we address economic factors:
Creative industries have increased employment across
the world, with a 50% higher growth rate compared
to other industries according to UNCTAD. But growth
without sustainability is not beneficial in the long
term. By integrating TBL and culture at the core of this
development we are aiming for long-term prosperity.
The promotion of creativity and the creative industries
leads to new business models, innovation, new
products and services, idea generation and, in general,
greater competitive advantages by creating value from
the intangible of ideas, something that the world has in
abundance.

This guide oﬀers a functional tool to craft strategies
aimed to reaching sustainable prosperity within
creative economies. Focusing on the key insights of
culture’s role as an influencer and an enabler within
the strategic context of creative industries since they
are culture creators that influence people’s behaviors,
and therefore to our beliefs, the drivers of sustainable
prosperity.
With this current shift in embracing TBLD practices,
the new creative enterprise will best flourish within a
context that supports it and enables it to flourish, and
our hope is to provide a framework that will do so as
well.

Outlining Future Opportunities
The guidebook simplifies complicated creative
economy theories, making this knowledge accessible
to diverse stakeholders: governments, organizations
and independent professionals. It is designed as a
step-by-step process; its use is versatile and not
restricted to such application depending on the skillset
and experience of the team. It is also comprehensive
in capturing the numerous areas to be considered into
developing a sustainable creative economy and where
might be a need to bring in support from specialists
for specific areas of expertise and implementation.
Once a clear and defined strategy is in place, the
strategy team will have a clear path of what areas that
will require attention, which key stakeholders can help
them attain the holistic vision for the project, what
could be the milestones and the measures of success.

ILM Creatives is a consultancy group of Pratt Design
Management Alumni – Strategic Designers from the
four hemispheres who joined forces in New York City
to facilitate the development of inspired solutions
for sustainable, brighter futures that consider people,
planet and profit.
Visit www.ilmcreatives.com for more info.

STRATEGY IN ACTION:
>> Assess
the needs of your creative economy project in order to define and organize outputs, outcomes and
goals.
>> Adopt
a design thinking approach to analyze the data you have gathered. Explore goals that incorporate
environmental, social, economic and cultural factors.
>> Map
and plan tangible actions that can be taken in order to achieve overall goals and move your project
forward. Be sure to leave room for future opportunities that may arise.
>> Evaluate
your progress frequently by using designed metrics as you begin to implement your plan. Meeting
measured success milestones will provide a sense of achievement as you more forward.
CATALYST INSIGHT:
While the TBLD+C model is not a completely novel idea, this comprehensive framework allows for a
more user-friendly approach that can be adopted by private, public and municipal entities alike and
used to create and foster sustainable growth. The model is particularly useful in the tenuous economic
times we are experiencing, as the creative and cultural sectors rise and becomes more viable economic
platforms that incorporate social and environmental needs.
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NYC
Steady State
Bird’s-eye view of
Midtown Manhattan’s
neighborhood food
hubs in New York
City (Steady) State.

SUSTAINABLE, EQUITABLE AND
BEAUTIFUL CITIES
AN INTERVIEW WITH TERREFORM’S MICHAEL SORKIN
By: Belen Llera, Managing Editor
Executive Summary

T

erreform is an alternative, non-profit, urban
research studio and advocacy group founded in
2006 by Michael Sorkin. Informed and inspired
by his critical writing and design practice, Terreform’s
mission is to investigate the forms and practices that
will yield equitable, sustainable, and beautiful cities
for our urbanizing planet.
Terreform also initiates investigations into both local
and global issues and makes themselves available
to community and other organizations to support
independent environmental and planning initiatives.
Terreform first won critical acclaim in 2006 with
Project Loisada 2106, a proposal for the History
Channel’s City of the Future competition. At the 2010
Venice Biennale, the project New York City (Steady)
State explored the morphologies and technologies
that might enable a completely autonomous New
York. Terreform’s projects have also included
speculations on sites in such vexed environments as
Gaza, post-Katrina New Orleans, post-Sandy New
York, Lower Manhattan and the East River, and Upper
Manhattan as it responds to the dramatic expansion
of Columbia University. To spread their ideas and
foster the debate, Terreform has just launched their
journal titled UR.

In this interview, we explore the goals and projects
of Terreform and how their proposals can impact the
development of the cities.

CATALYST: How do you define the terms
sustainability, health and creativity for your clients
and constituents, and how did you identify a void not
previously met?
TERREFORM: These are three very big questions. To
begin, I founded Terreform with the idea that we would
pursue research and interventions without traditional
clients, working on behalf of raised expectations.
We sought forms and social arrangements for more
sustainable, equitable, and beautiful cities - and we
think our independence is critical to the integrity of
our results. The model was a variation on the amicus
curiae – the friend of the court. To support this
conviction, we have also just launched a journal – UR –
to share our results and the work of other people and
organizations working on behalf of these same goals.
Our main project has, for some years, been New York
City (Steady) State. The idea behind it is to determine
how self-suﬃcient New York City can become,
a thought experiment that grows from the wide
familiarity with the idea of the “ecological footprint.”
We are trying to find out what might happen if New
York’s ecological footprint were declared co-terminus
with its political footprint.
The question we want to ask is about the degree to
which a city can take literal responsibility for its impact
on the planet and what steps might be taken if the
answer was truly radical.

The problem of limits is very real,
and situates us in the world both
environmentally and ethically: if
everyone on earth had an American
footprint, we would need another
four planets to support ourselves.
Impractical!
In thinking about such tremendous
inequality, we look to the logical
sites for solutions and believe that,
in our era of incompetent nations,
states, and predatory multi-national
corporations, the most logical
increment of remediation and
resistance is the city.
And so we have sited our
experiment in the place we
know best, one in which the
problem initially seems almost
impossible. Not simply is the
city dense and largely built out;
nature has no particular regard
for political boundaries. For us,
this only makes the problem more
interesting and we are inspired
by the sort of “patch dynamic”
research ecologists do in which
the predicate is precisely the
artificiality of the boundary.
Our study examines food, waste,
water, air, climate, movement,
construction, and manufacturing;
key respiratory systems for the
city. We begin by looking at the
marginal possibilities for 100%
autonomy and then adjust our
sights to examine “sweet spots”
that are practical.

In completing our work on food,
we discovered vertical agriculture
could provide enough space, but
the energy inputs – equivalent to
25 nuclear plants – were insane. The
scale of the enterprise suggested
the same agri-business model our
vision of localism seeks to critique,
would be hard to resist. We also
discovered the possibility for much
higher levels of local self-reliance
with many good consequences for
the city.
This allows us both to look at
many specific transformations in
New York but also to compile an
encyclopedia of technologies and
morphologies that might be used
both here and in other cities, if the
decision were made to take more
responsibility for a city’s eﬀects. We
are looking at all scales, assuming
everybody must be involved. Our
prejudice calls for disaggregated
solutions to neighborhood,
building, and on the individual level,
so all can be a visible, engaged,
part of making this work.
When thinking about both the
form and organization of the city,
neighborhoods are central for
us, the most basic increment of
governance, sociability, production,
and environmental accountability.
A comprehensive neighborhood is
a place where you can walk from
your home surrounded by culture,
work, recreation, commercial
activity, education, etc. Once you
stipulate this fullness of possibility,
many issues are solved.

Michael Sorkin is the principal of
Michael Sorkin Studio in New York
City, a global design practice focused
on urbanism and green architecture,
President of Terreform, a non-profit
organization dedicated to research
and intervention in issues of urban
morphology, sustainability and equity.
Sorkin also serves as a Distinguished
Professor of Architecture and the
Director of the Graduate Urban Design
Program at the City College of New
York, and President of the Institute
for Urban Design. His books include
Variations on A Theme Park, Exquisite
Corpse, Local Code, Giving Ground,
Wiggle, Some Assembly Required,
Other Plans, The Next Jerusalem,
After The Trade Center, Starting From
Zero, Against the Wall, Indefensible
Space, Twenty Minutes in Manhattan,
and All Over the Map.

For example, if all the necessities
of daily life can be reached on foot,
one eliminates need for a car; and
transit demand is reduced. At the
same time, if the neighborhood
includes a very wide range of
employment by those who live in
the neighborhood, there must be
accommodation for diverse groups
that make the urban economy go,
a condition of greater equality and
sharing.
CATALYST: Listening to you, I
begin to realize how political your
proposal is.
TERREFORM: The history of
environmental progress is highly
politicized and that is one of the
reasons why progress is slow. In
the United States, we have too
much faith in the capacity of the
market to solve our problems, and
contempt for the government has
never been higher. It is a formula
for marching backwards. But there
is hope! We have just elected a
mayor in New York for whom social
equality is at the center of his
concerns.
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urbanist Henri Lefevbre. Of course, part of this right
is expressed in access, in the freedom to move and
live all over town, to enjoy the benefits oﬀered by
the metropolis. But, an even more crucial right in
Lefevbre’s formulation was the right to imagine the
kind of city in which you would like to live, to move
towards the future of your desires. This is a central
theme for Terreform - giving expression to dreams.
CATALYST: Does culture play a role in your work?
How does it present itself with regard to quality of
living?
TERREFORM: I hesitate here as I am not very sure
about what you mean by culture. We are soldiers in
the struggle to promote the flourishing of design
diﬀerences. If that is what you mean by culture - the
freedom to form aﬃnities, the freedom to love your
history, the freedom to express yourself loudly - all
are components of a culture we trust in. But, I do not
exactly believe in the freedom of the melting pot,
the idea that America insists you surrender all the
things that make you diﬀerent. Our task is to support
freedom for diﬀerence, not from it.

Linear Towers
A panoramic view
of Steady State’s
linear production
towers.

The movement for environmental justice is growing in
numbers and influence. And, in so many ways, green
has become the new red!

the cultivation and extension of actual existing cultureculture that is still genuine, and the third springs from
the freedom of artistic innovation.

Many environmental problems are connected to
our obscene income gap. In New York, asthma rates
track poverty. We have just reached the point where
the world holds equal numbers of obese people
and starving people and both conditions are heavily
correlated with poverty. Food is very political!

CATALYST: As you work in NYC, what vision do you
foresee for the city? Which are its challenges and how
can creative economies help achieve that vision?

CATALYST: What is the role of creativity in your
work? Do you believe your work is generating creative
cities?
TERREFORM: I am cautious about this because we do
not share the concept of “creative cities” promoted
by Richard Florida and his cohort that, in the end,
seems a formula for gentrification and trickle-down
economics. But there are very diﬃcult problems that
require creative solutions - technical, social, political,
and artistic.
One of the big issues for architects and urbanists
nowadays is the homogeneity that comes from the
growing global hegemony of multinational culture –
the Starbucks and Starchitects syndrome. In thinking
about cities, we feel that we must urgently defend
the idea of diﬀerence. Where can this be found in the
design of cities? We look to three primary sources: the
first lies in the particulars of bioregion, the second in

TERREFORM: One of the great things about New York
is that it is such an intensely organized city. Part of this
springs from the amazing diversity of our population,
our history as a jostling immigrant city and our habits
of working out the ways in which we share space.
We also have a long history of struggle by these and
other groups to find justice and opportunity, which has
yielded a fantastic network of institutions and habits.
Finally, we are a city in which we have developed a
planning culture that is spurred by capital (and its
avatars, like Robert Moses) and resisted by citizens.
Although we have technically made progress in
creating public means for participation – for example,
the system of Community Boards– the real power
has always been elsewhere. Revitalizing the capacity
for eﬀective collaboration and initiatives by local
communities should be high on the agenda of our new
mayor and his team.

CATALYST: How does Terreform collaborate with
stakeholders such as other companies, non-profits,
policymakers and communities to create viable
programs and projects?
TERREFORM: Here, I have to talk about the two
components of our practice, Sorkin Studio and
Terreform. The Sorkin Studio is a more nominally
conventional “for profit” design firm. Like Terreform,
we are committed to highly sustainable design and
we try to follow our formal bliss, but we do work for
clients. My original idea was that Sorkin Studio would
be able to subsidize Terreform from its profits, but that
has not quite happened yet!
As I mentioned before, Terreform works without
paying clients – we depend on grants and volunteers and our mission is to advance a progressive discourse
of the city. Of course, we are out in the world, but we
are utopians, and we work – through research and
design – to make propaganda for ideas about the
good. Our project is both invention and the more
general expansion of the space for constructed
fantasies about social and environmental change. We
genuinely believe in the power of visionary thinking in
raising expectations at every scale.
There are many important conversations nowadays
about the so-called “right to the city,” a concept
first formally articulated in 1967 by the great French

CATALYST: In terms of scale, Terreform is more
focused on creating public space for communities.
How do you define your target markets and what
would have to change/shift to broaden your markets/
audience and fulfill the needs of our urban centers?
TERREFORM: More than public space, let us say
that we are focused on urban space. Certainly, we
are always looking to broaden our audience and
that is why we have begun UR, our journal, and why
interviews like this are important. We are a small
number of people but we have lots of ideas and we
are trying to get the word out however we can. Many
thanks for your help!
CATALYST: Could you give us some best practices
examples of cities or neighborhoods domestic or
internationally that align with your practices? Could
there be possible collaborations to broaden the
impact you are making and extend the reach of your
vision to the global community?
TERREFORM: Best practices are everywhere. For
example, the organoponicos in Havana are an inspiring
“low tech” solution with wide applicability for cities
with relatively benign climates. Due to both the
embargo and the economic incompetence of the
Cuban government, agriculture is a misery there.
However, a remarkable decision was made some years
ago to try to grow all the produce required for the city
within the boundaries of Havana. It has been a great
success and they are now growing 80-90% of what
they require.
We are also interested in a wide variety of selforganized systems of urban renovations elsewhere in
Latin America. I recently visited Medellin where the
government and local citizens collaborated to produce
stunning neighborhood transformations. But, we are
also interested in high-tech solutions, in the vertical
farms being built in Singapore and Sweden.
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16 What is especially inspiring, though, are the
innumerable grass-roots eﬀorts to ameliorate the
urban condition. Another organization I am involved
in - The Institute for Urban Design - organized the
US Pavillion at Venice Biennale two years ago under
the theme “Spontaneous Interventions.” The show
documented hundreds of examples of so called
“do-it-yourself” urbanism in which individuals and
communities undertook a wide variety of small-scale
interventions to leverage local change. Some of them
had to do with urban agriculture, some had to do with
using digital media to facilitate community information
and participation, some with the appropriation
of street space, some with artistic enhancements
of fatigued environments. Nothing could be more
inspiring or hopeful.
CATALYST: What is your ideal vision for Terreform
and for the global community?
TERREFORM: We would like to export all the lessons
we are learning from our New York City (Steady) State
project to other cities around the world. Years ago we
did a very simple scheme looking at one of the most
troubled and least sustainable places on earth, Gaza.
We are ready to apply what we know, to join the fight
for autonomy and sustainability, almost anywhere!

STRATEGY IN ACTION:
>> Promote
the flourishing of design diﬀerences.
>> Believe
and endorse the power of visionary thinking in
raising expectations at every scale.
>> Create
a positive impact for equity within cities.
>> Inquire
about the degree to which a city can take
responsibility for its impact on the planet and
what steps might be taken if the solution was
truly life changing.
CATALYST INSIGHT:
In thinking about social inequality, the
most logical increment of remediation and
resistance is the city. A crucial right formulated
by the urbanist Henri Lefebvre was the right
to imagine the kind of city in which you want
to live. This is the central theme for Terreformgiving expression to dreams.

CATALYST: Could you shed light on upcoming trends/
forecast for health, sustainability and creative spaces?
TERREFORM: Without question we are confronting
an immensely serious crisis and we need to find ways
to accelerate the process of remediation and reform.
But, there is no magic bullet and we Americans too
often think that sustainability is a technical problem,
something that will be solved by hydrogen cars or
cheap photo-voltaics. But, as I hope this interview
has made clear, the core of the issue is equity. For
Terreform, the most important site for this struggle is
the city.
Plan view of Sunnyside, Queens with skinny,
vertical towers and Figure Ground Switch.
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Brooklyn
Grow Cells
Street view of a
vacant lot that has
been transformed
into an urban
agriculture education
center with modular
food growing cells.
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Station North is becoming the creative epicenter of
the Baltimore arts scene. Photo credit Amy Jessup

Lauren Saunders carries out her
dedication to Baltimore’s cultural
community in her position as the
Executive and Programs Assistant
for the Greater Baltimore Cultural
Alliance (GBCA) and as a fellow
with Single Carrot Theatre for
their 2013-2014 season. Prior to
joining GBCA, Lauren worked for
the Maryland Humanities Council,
and was also the 2012 Artistic and
International Programs intern for
Theatre Communications Group
in New York. She holds a B.A. in
Theatre and Women’s Studies from
Goucher College.

ARTS AND COMMUNITY
IN BALTIMORE
By: Lauren Saunders and Kellie Mecleary
Executive Summary
ommunity: the word of the moment. We know it’s a good thing--we
get warm and fuzzy when we say it. But, the word is overused, overdeployed, over-claimed, and likely the most commonly used word in
grant proposals everywhere. But when challenged with the question, “how
do the arts establish community in Baltimore?” the word still has meaning
and value for us in this city we call home.

C
A COLORFUL ALLEY IN BALTIMORE’S
STATION NORTH: AN URBAN STAMP
DEPICTING BRIGHTER DAYS
PHOTO COURTESY OF:
AMY JESSUP
HTTP://AMYJESSUPPHOTOGRAPHY.WIX.COM/PORTFOLIO

Lauren Saunders and Kellie Mecleary are active members of the Baltimore
cultural community. Lauren is the Executive and Programs Assistant for the
Greater Baltimore Cultural Alliance and a Fellow at Single Carrot Theatre.
Kellie is the Interim Artistic Director at Single Carrot Theatre and contributor
to Baltimore Rock Opera Society. This article answers the aforementioned
question from both macro and micro angles. The implementation of state
sponsored arts and entertainment districts are examined, followed by an
exploration of several local theater companies and artists who highly value
community. This piece considers, “which city planning models exist, and
do they work? What kind of work comes out of the existing environment?
Why do artists decide to work in Baltimore, and how does the community
influence their work?”

Kellie Mecleary is the Interim
Artistic Director for the 2013/2014
season at Single Carrot Theatre in
Baltimore, MD. She holds a Master’s
Degree in Performance Studies from
New York University and a BA in
English and Theatre from Goucher
College. Mecleary has worked
as a dramaturg, director, critic,
producer, administrator, and stage
manager with various organizations
including Single Carrot, Center
Stage, the BROS (Baltimore Rock
Opera Society), Brave New World
Repertory
Company,
Pipeline
Theater Company, WOW Café
Theater, and Vital Theater. Her
writing has been published through
Cerise Press and OﬀOﬀOnline.com.
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These advantages attract
developers to build in the three
designated A&E Districts in
Baltimore City: Station North,
Highlandtown, and Bromo
Tower. In 2008, after witnessing
successful renewal eﬀorts in
Station North, Baltimore City
revealed a $1 billion 30-year plan
for further development in the area.
Project plans included a design
district for artists and architects,
and redevelopment of historic
landmarks.
In Station North, this development
has not only made the area more
attractive to live and work, but has
supported self-sustaining artists.
Artists’ housing makes the district
aﬀordable; in the City Arts Building,
developed by Jubilee Baltimore,
artists can rent newly constructed
apartments for less than $1000/
month. And these aﬀordable rent
rates cannot be raised for 50 years.
Yet, these incentives do present a
threat to the existing community.
In the shadow exist Baltimore’s
Segregation Ordinances, “the first
such law to be aimed at blacks
in the United States.”7 As Garret
Power wrote:

Row homes in
Hamden
are known for their
colorfulness and
playfulness.
Photo credit:
Amy Jessup

Community Development Through
the Arts in Baltimore:
“In Baltimore, a city that is so
divided, if you can try to get a
diverse audience into the same
room at the same time and get
them to talk to each other about
the work, you can actually do
something truly revolutionary...
To really start oﬀ a revolution you
have to change something. Change
something deep. And I feel like
trying to limit divides is something
very deep.”
J. Buck Jabaily, Founding Artistic Director of
Single Carrot Theatre.

After a year and a half in Baltimore,
I, Lauren, left the city to pursue
arts administration opportunities
in New York. There was a great
thrill interning for Theatre
Communications Group (TCG) on
8th Avenue. TCG oﬀered unique
insight into the regional theatre

community –BOOM (or shall I say
whoop?) –there it is: “community.”
I found myself longing for it, and
as I grappled with it on my daily
commute, I could not stop thinking
of Baltimore. There was something
exciting pulling me back.
Many visions of Baltimore focus on
blight: blown out row homes, drug
rings, corrupted politics creating
more problems than solutions…
excited yet? All of these challenge
every Baltimorean. Yet, tucked into
my seat on the train, I could not
shake the other idea of Baltimore:
a city that struggles for unity, civil
rights, safety, and communityorientation. Somehow this city
has been “coming back” since the
Battle of Baltimore.
I believe neighborhoods are
stronger when the arts are
present; the creative class plays
an important role in community
development. Maryland’s actions
suggest a similar belief.

In 2002, the state became
“among the first states in the
country to sponsor Arts and
Entertainment (A&E) Districts as
a way to stimulate the economy
and improve quality of life.”1
Neighborhood revitalization may
seem unimportant these days, but
at the time, a state-supported arts
revitalization eﬀort was like the
Spice-Girls to eight year-olds circa
1998.2
This decision sent a clear message
to Maryland citizens: art and
culture are necessary for economic
vitality.3 And this has proven to be
true: the arts pump $388 million
annually into Baltimore City’s
economy. Living in a nation where
arts funding is consistently under
scrutiny, Baltimore’s fiscal support
1. http://www.msac.org/programs/artsentertainment-districts
2. Spice up your life!
3. This regard seems to have been upheld;
Maryland increased its arts funding by 15% in its
2014 budget; http://www.mdarts.org/advocacy/
budget/

for the arts and artists as change
agents, not just weirdoes, continues
to make the city refreshing and
attractive. 4
So what is a state-sponsored A&E
District? It is “a designation used
as a revitalization tool and oﬀering
certain legal and financial benefits,
given to an area of a city in the
hope of drawing artists of various
types and/or their customers.”5
Benefits include income tax
subtraction modification for
qualifying artists who produce and
sell work, property tax incentives
for renovated, art-purposed spaces,
and Admission & Amusement
Tax exemption for certified A&E
activities.6
4. Don’t get me wrong, plenty of people in
Baltimore, artists or otherwise, are total weirdoes.
Baltimore loves weird.
5. “Arts Impact: Examining the Establishment of an
Arts District on Baltimore’s West Side” Department
of Urban Studies & Planning, University of
Maryland, College Park (Fall 2010): 21.
6. http://www.stationnorth.org/resources/taxincentives/h

“Many progressives…agreed that
poor blacks should be quarantined
in isolated slums in order to
reduce the incidents of civil
disturbance, to prevent the spread
of communicable disease into the
nearby white neighborhoods, and
to protect property values among
the white majority...8”
The story has a contemporary
message: It cautions us to
discount the righteous rhetoric
of reform; it reminds us of the
racist propensities of democratic
rule; and it sets the stage for
understanding the development
of a covert conspiracy to enforce
housing segregation, the vestiges
of which persist in Baltimore yet
today.9

As Olivia Robinson states in
21
her artwork, Are you there Lord
Baltimore? It’s Me, Olivia Robinson,
Citizen Journalist:
“The vast majority of people who
recognize themselves as artists in
the arts and entertainment district
are white and often from privilege.
Again, according to the 2010
census, 72% of the general arts
district population are black while
82% of the artists are not. During
the [town hall] meeting when I
hear about the second artists-only
aﬀordable housing project, I cringe.
It’s not overt racism, but it’s not far
from it either.”10
Many developers in Baltimore
are often deeply invested in their
pockets, but not in the lives of the
people they build around – yet,
many artists, landlords, community
members, and leaders are aware
that they cannot ignore Baltimore’s
unjust past and potentially
fragmented future. Some artists
and organizations are working
with the community to develop
solutions.
In June 2013, Station North
Arts and Entertainment District
(SNEAD) held an Artists and
Neighborhood Change Conference,
which explored “the interface of
cultural vitality and socio-economic
equity in low- and moderateincome communities with
significant artist populations.”11
The conference invited the
community to “directly engage the
speakers, voicing their concerns,
support, and questions about the
future of Station North.”12
At the Akimbo Dance Festival, held
in SNEAD, I had the pleasure of
watching MUSE 360’s powerful and
educational performance, which
articulated numerous concerns of
the existing community.

Such policies can reopen wounds;
aﬀordable housing made available
to artists is an injustice to the
neighborhood’s underserved
residents and their increased
housing costs.

The Greater Baltimore Cultural
Alliance is in the midst of
developing the Urban Arts
Leadership Program; through
partnerships with and investments
from larger institutions,
this program supports arts
administrators of color by

7. Power, Garrett. “Apartheid Baltimore Style: The
Residential Segregation Ordinances of 1910-1913.”
University of Maryland Law School (1983): 2. Web.
8. Ibid. p. 301
9. Ibid. p. 2

10 Robinson, Olivia. Are You there, Lord Baltimore?
It’s Me, Olivia Robinson, Citizen Journalist. PDF.
11. http://www.stationnorth.org/projects/projects/
artists-and-neighborhood-change-conference
12. Ibid.

22 connecting them to professional
development resources.
What does this mean? On
every level, people are trying.
Brainstorming has begun, artists
are voicing their concerns
through performance, and arts
organizations are developing
learning opportunities for the
underserved and sustainable
connections to influential
institutions.
Is this enough? No, but people
and artists care. They do not want
to whitewash a neighborhood for
a fancy movie theatre--it would
stifle creativity and disservice the
community. The community buzzes
with tension, but avoids being
another story of gentrification and
displacement.
Those complexities, unique
challenges, and opportunities
in Baltimore stirred within
me while waiting for my train
stop: a welcoming city for
artists and others who want
to raise each other up, where
developers and companies can
fix buildings so people give life
to them. In Baltimore, “artist” is
interchangeable with “community
builder.” You find people who don’t
just want to mold a sculpture – they
want to shape the world.

In order to fully explore the
impact of creative communities
in Baltimore, it is necessary to
not only consider the eﬀorts of
municipal bodies, but also those
of individual artists and creative
groups. The balance of civic eﬀorts
coupled with creative, passionate
young adults brings a unique
vibrancy to Baltimore, perhaps
positioning the city for its own
renaissance.
Baltimore Artists, the Communities
they Create, and the Communities
that Create Them:
“Yes it’s a little rough around
the edges, but there’s also great
opportunity. It felt like there was a
ton of opportunity.”
J. Buck Jabaily, Founding Artistic Director of
Single Carrot Theatre.

In April 2005, at age 21, Buck and
friends knew they wanted to start
a theater company. They just didn’t
know where. They sat down and
identified four criteria that their
future home should oﬀer. Their
dream city would be big, with a
small town feel; have a decent
amount of arts funding; and have
an unsaturated, but welcoming
arts community. They searched,
made phone calls, made visits,
and whittled it down to the final

four: Austin, Texas; Philadelphia,
Pennsylvania; Columbus, Ohio; and
Baltimore, Maryland. Austin wasn’t
welcoming, Philadelphia was too
established, and Columbus had
too many cows. But Baltimore had
promise.
At that time, Baltimore had three
equity houses—Center Stage,
Everyman Theatre, and the (now
defunct) Baltimore Shakespeare
Festival. All other companies
were either firmly ensconced as
community theaters, or young,
small, and fringe. The still new
SNEAD also attracted the company.
Says Buck, “we’d never heard of an
arts and entertainment district—
because it was the first arts and
entertainment district – it made us
feel like the city… understood that
the arts were an important part of
redevelopment and revitalization.”13
Funding also seemed to pour
into the city: the Creative
Baltimore Fund had recently been
established. The icing on the cake
came when Buck spoke with Nancy
Harragan, head of the Greater
Baltimore Cultural Alliance. Buck
recalls their conversation: “She said,
13. Maryland was actually the second state to
establish Arts and Entertainment Districts. The first
was Rhode Island. However, the Station North Arts
and Entertainment District was the first Arts and
Entertainment District in Baltimore. (http://www.
stationnorth.org/about/)

Murder Castle
Baltimore Rock
Opera Society’s 2013
original production.
Photo Credit:
Heather Keating
(BROS)
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‘I only have two minutes’, and then
she took the next 15 minutes to give
me a list of 40 names of people I
should call and talk to if I was really
serious about this, and how great
Baltimore was and why I should
move here and how well it would
work. She basically sold us on it.”14
So, Buck and friends packed up,
moved to Baltimore, and formed
Single Carrot Theatre. Single Carrot
took oﬀ, presenting weird plays in
tight spaces to eager audiences,
establishing itself as Baltimore’s
third largest non-profit theatre in
just six years.
“I mean, we were creating an
alternate universe. The show
followed.”
Jared Margulies, Don and Pro-Vice
Chancellor of Rockoperology, The Baltimore
Rock Opera Society

A few years later, another group of
twenty-somethings from Goucher
College, sitting around, drinking
Natty Bohs asked themselves:
“What would happen if [we] took
away all the reservations [we] had
when creating something…just said,
‘I’m allowed to do whatever the hell
I want!’? What if our budget was
300 million dollars, and at the end
of the day it only needs to satisfy
us six people. What would [we]
do?”15
The answer: write and produce
a rock opera. They got to work
on what they knew how to do,
reaching out to friends and
strangers to help. On a shoestring
budget, they built epic sets, wrote
fist-pumping, face-melting music,
and peppered in plenty of jokes.
And people came! Their first rock
opera, Grundlehammer, sold out.
This success yielded the inception
of Baltimore Rock Opera Society
(BROS), a volunteer-based
organization, currently 100 strong,
with a loyal following and full
audiences.
What gave BROS the gumption
to put on such an over-the-top,
hand and heart-filled production?
Personality, passion, educational
background, but also, Baltimore.
14. Interview with J. Buck Jabaily
15. Interview with Aran Keating, Artistic Director of
the Baltimore Rock Opera Society

Buck Jabaily’s 2013 sight specific production of Romeo & Juliet had audience members following actors throughout Station
North. Mercutio rolls up in his SUV for the scene, music blaring. Here, he taunts Romeo from the roof of his car.
Photo Credit: Jessica Keyes.

Says BROS Artistic Director Aran
Keating:
“I think that in some cities that
wouldn’t have been possible for
us to be like…let’s just hang out
and do our thing, kind of thing…
and I think that Baltimore is just
an easy environment to get into
the arts generally because of that,
because it’s a lot of outlets, a lot of
great people making art, and the
community’s pretty welcoming.”16
As the BROS grew and achieved
success, their mission solidified.
They committed to dreaming huge
and spending small, making space
for amateurs to try new things,
and giving anyone who was willing
the opportunity to play, fail, and
play some more. This inclusivity
also extended to the audience; the
BROS made rock operas with wide
appeal, inviting audiences to be a
part of the screaming, shouting,
drinking, and laughing.
16. Ibid.

“But I think that theater can, it
changed my life, so it can impact
other people’s lives.”
J. Buck Jabaily

As time passed, the BROS and
Single Carrot Theatre (SCT) grew—
and so did Buck. He noticed a
disparity: while Baltimore residents
are 66% African American, about
90% of SCT’s audiences were white.
This seemed wrong. Buck wanted
to do work that the majority of
Baltimore’s citizens would readily
attend. He left SCT, and began
working at the GBCA in 2010,
replacing Nancy Harragan.
Then, he took another cliﬀ-jump,
forming the Baltimore Performance
Kitchen (BPK). He asserted that
all productions would be free
admission and have radically
changed programming. He, like the
BROS, tried to make theater that
would appeal to the masses and
attract the people that lived in his
neighborhoods.

24 From a midsummer outdoor
production of Romeo and Juliet, to
interactive festival-focused pieces
about Edgar Allen Poe, to pieces
in pubs, BPK now works to make
widely accessible material.
While these artists have had very
diﬀerent goals, diﬀerent origins,
and wildly diﬀerent work, the ways
in which they intersect are telling.
Both the Carrots and the BROS
produced work because they felt
there was space for them to do
so among a welcoming, inclusive
community. And both are now
trying to fulfill big, seemingly
impossible dreams.

This is how the BROS work:
we begin in chaos, which is
brainstorming, bullshitting,
dreaming the big idea, the infinite
idea…We party on our way to that
idea, meaning we enjoy ourselves in
the process, we form camaraderie
in the process… it’s through that
process that you go somewhere
that would be impossible, aka a 7
million acre rock opera complex
with a palace, and like these dunes
you have to cross and like a big
giant miles wide moat with 100
thousand alligators in it…so yeah,
that’s the 7,000 year mission, is to
build a rock palace that will be the
sight of… What was the question?
Interview with Aran Keating

Murder Castle
Cast Photo from
Baltimore Rock
Opera Society’s 2013
original production
of Murder Castle.
Photo Credit:
Heather Keating
(BROS)

In an article written for Howlround
entitled, “I Don’t Want to Talk
about Innovation: A Talk about
Innovation,” Todd London
bemoans the national theater
industry’s adoption of corporate
language and frenzied attempts
to ‘innovate, adapt, and become
sustainable.’ He longs for “the
fervent amateur art theaters of the
nineteen-teens,” when the buzz
words included, “beauty, truth, gift,
spirit, play, communion, amateur
(from the Latin for love), love.”17
Contemporary, corporate language
is far from absent, but it pales in
comparison to the other words
thrown around Baltimore.
17. http://www.howlround.com/i-don%E2%80%99twant-to-talk-about-innovation-a-talk-aboutinnovation#sthash.WO6PCUzz.150xhsH0.dpuf

The Future of the Arts in
Baltimore:
Through examining the history
and social and economic
implications of Baltimore’s Arts
and Entertainment Districts, and
through focusing on working
artists, one can conclude that
Baltimore is an incubator for the
arts. Things are changing in part
due to the mutually beneficial
relationship between the city and
its artists.
Baltimore leaders know that artists
are valuable to the city’s health;
despite all of its development
projects, space is reserved for
artists to live and work. And artists
know they have a responsibility to
their community. Is that not what
creates community?
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Baltimore has a chip on its shoulder,
but is somehow eternally optimistic.
It is a city of underdogs from which
no one expects anything. These
low expectations breed a devilmay-care attitude, and thus a very
special kind of creative risk-taking.
Just because things are trending in
one direction and gentrification has
been the status quo for developing
theaters, does not mean Baltimore
has to do it that way.
Will the Baltimore arts scene be
a success story? Perhaps a better
question is: what will the Baltimore
arts scene become? As Baltimore
grows and develops, will it retain its
uniqueness? Will it crash and burn?
We are in a period of possibility
We are challenged, humbled and
thrilled to be here, right now, in this
city—this place we call home.
A scene from Eurydice at Single Carrot Theater in 2009.
Photo Credit: Chris Hartlove.

STRATEGY IN ACTION:
>> Participate
in social change, through artistry.
>> Engage
people of varying backgrounds
and experiences and encourage
active problem solving.
>> Examine
a city’s history and explore ways
to build a better future, never
ignoring the impact the past has
had on the residents of that city.
>> Consider
everyone in the community,
making your eﬀorts inclusive
and accessible.
CATALYST INSIGHT:
Initiative, courage, and talent
from individuals along with
city planning that is inclusive
are great steps in fostering a
creative city.
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Futurist, father, strategist and storyteller,
Chris Fair holds a Masters Degree in
Studies of the Future and has married
his marketing expertise with futures
methodologies to help clients envision
and develop new places, products and
organizations. Over the course of his
career, Chris has led the branding and
marketing of dozens of communities and
destinations ranging from master planned
destination resorts to entire cities. He is
also a frequent public speaker, keen to
share his insights on development trends
and societal behavior.

RESONANCE: CREATIVE CONSULTANCY
FOR CREATIVE CITIES
AN INTERVIEW WITH CHRIS FAIR, RICHARD CUTTING-MILLER AND DIANA CARR
By: Yuehan Jia, Contributor
Executive Summary

R

esonance Consultancy Ltd was founded in 2007 in Vancouver, Canada by Chris Fair. The company
helps developers, governments, communities, destinations and cities to create and realize
development strategies, plans, policies, and brands to shape the future of places.

The seven-year old consulting firm is filled with ambitious consultants with global experience whose goal is to
build bridges between the private sector and worldwide destinations to create economic opportunities, while
preserving the uniqueness of local communities to promote and attract tourism. CATALYST Review’s Yuehan
Jia interviewed Chris Fair (President), Richard Cutting-Miller (Executive Vice President), and Dianna Carr (Vice
President), to discuss the strategy and innovation their organization uses to promote creative cities, and how we
can use the vehicle of travel and tourism to benefit local communities and economies.

CATALYST: How do you engage
developers, governments, and
communities to develop creative
cities and how do they benefit?
CHRIS: The company primarily
specializes in strategy development
for urban or tourism destinations,
identifying future opportunities
to grow and shape the places to
attract additional tourists, farmers
and residents to particular areas.
The company is also involved in
researching strategic planning and
alternative strategic branding which
aid in attracting visitors, tourism
and business, to boost the local
economy.
One great example is the
partnership we have with a
developer in Hawaii where we
are focused on creating a new

community of 1000 acres in Kauai,
Hawaii.
The destination is rich in natural
resources and has an enthusiastic
community culture, a shining
example right on the tourist radar.
As the oldest Hawaiian island it
reveals the most breathtaking
scene and has a deep-rooted arts
community. The tourism industry is
a major source of revenue for the
community, therefore it is important
to protect the sustainability of the
environment, at the same time
eﬃciently use the resources to
benefit the community.
In addition, we partner with
governments on municipal,
regional, and national levels,
for instance the city of Calgary,
the city of Vancouver, and the

Richard Cutting-Miller is a 25-year travel
industry veteran responsible for tourism
strategy, policy and master planning
projects at Resonance. As Executive VP
for the World Travel & Tourism Council
for 16 years, he directed policy agendas,
research programs, communications
and membership services, and worked
in more than 65 countries and 350 cities
around the world. Rick then founded
Tourism Policy Group, a consultancy
that provides policy, strategy, public
aﬀairs and advocacy services to premier
international destinations and enterprises.

Dianna Carr is an experienced writer and
communicator who brings a keen curiosity
and singular prose style to work in every
medium. From creating new publications
to co-authoring the oﬃcial story of the
2010 Winter Olympics, from Intrawest’s
French Alps to the Four Seasons Costa
Rica and from Haiti to her adopted city
of Vancouver, Dianna helps clients find
their voice, aids developers in articulating
sense of place, and writes the words that
bring the future of destinations to life.
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aspirations were. The result was a holistic vision for
the destination that we would have never developed
in isolation by our own experts; that vision was to
create a very sustainable, eco-friendly oriented
destination. The built project may not appear to be
highly innovative, but we listened to the community
and incorporated the precise type of architecture they
wanted to see in order to target a specific type of
client, which informed the planning in a very specific
way.
RICHARD: One of the greatest things that separates
our firm from others is the level of public engagement
we entail. The diﬀerence with our approach is what
we do with the input directly from the community
engagement. Dianna, our chief storyteller, takes all
the information from the engagements and includes,
in very rich detail, a story about the future so all the
people engaged in the process are able to read a
narrative vision that truly resonates with them. And,
that is the diﬀerence from other public firms that do
community engagement, but never circle back to the
local community in any tangible way other than a plan,
which does not resonate with the community. The
storytelling here is the key, that’s what gets individuals
to embrace the outcome of the process; it is the key
to spurring action so that the plan created is actually
realized to some degree.

government of Haiti. Our goal is
to help clients envision and share
an understanding of what the
future might look like, in addition
to identifying opportunities for
their destinations or communities
within that vision. Typical planning
is always a projection based on the
current reality, so we try to break
our clients away from today and
help them think about tomorrow by
doing what we call ‘back casting,’
which is an exercise in which they
set their vision of a preferred
future, and look back for to identify
the strategies and the policies that
need to be developed in order to
realize that future.
CATALYST: How do you help
create development strategies,
plans, policies and brands for a
developing country? Who are the
key stakeholders when doing so?
CHRIS: In a developing country
the process is a little bit diﬀerent
because the stakeholders are
not as clearly organized as they
are in a developed country. So
usually it takes a little bit more
eﬀort to identify the voices that

we need in the process. But what
is interesting is in a developing
area the stakeholders are often
very engaged once we are able to
identify those voices and organize
them as part of the process. The
contributions they make are very
meaningful and very informative to
our process, but the progress itself
is very much the same.
CATALYST: How does Resonance
help shape the future of places?
Can you give us specific and vivid
examples based on your case
studies?
CHRIS: We were recently involved
in a partnership with a planning
firm, IBI, in the country of Haiti,
also a developing country. On
several projects we were working
with the Ministry of Tourism in
Haiti, and one of them was the
revitalization of the town of Jacmel.
The town was devastated in an
earthquake and as a result much
of the historic waterfront district
was damaged or destroyed. But,
this also created an opportunity
to look at both the assets and
needs of the area, allowing us

to consider reinvention from the
ground up. Our process there was
to create a variety of visioning
workshops that brought together
a diverse range of stakeholders,
landowners, and people from the
ministries and governments, as well
as bring in external consultants
and experts from a variety of
development agencies. The goal is
to redevelop that center not just
as a tourist destination, but as one
that focuses on creative tourism,
which is all about celebrating arts
in the community, while creating
schools and programs that would
allow people to take further their
education by partaking in some of
the various arts program in Jacmel.
Another project that we developed
with the Administration of Tourism
in Haiti was to develop a visioning
workshop for an island called
Elebash in the center of the coast
that had never been developed.
With traditional planning we could
come up with a predesigned model
that can be adopted immediately,
but instead we engaged the
community to understand what
their needs, hopes, values and

For one of our projects in Vancouver, we launched a
website to allow for better communication with local
residents. We used social media to contribute to the
survey, providing detailed information to help the
community have a better understanding of the project.
This is unlike many other consulting firms which are
more focused on the results and not the process- the
plan usually has little-to-no engagement to the local
community.
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CHRIS: We have another project with the Calgary
Municipal Land Corporation, where we are working
on revitalization in the waterfront river district of
downtown Calgary in an area called the East Village.
However, it has become one of the poorest districts
in Canada - most of the buildings were abandoned;
the only commercial activities that were left were
some senior residences and three homeless shelters.
To revitalize East Village we needed to put together
a plan to redevelop the area and make a better use
of their land. So, we started working with the Calgary
Municipal Land Corporation six years ago to help
them work with the community to generate a vision
for what that redeveloped area might look like. After
20 or 30 years of bad stories in the press regarding
the East Village, the local residents simply could not
imagine a positive future; but over the course of a
year of working with the Calgary Municipal Land
Corporation, we have been able to remedy general
public opinion with a strategic master plan. For the last
24 months Calgary Municipal Land Corporation has
attracted more than 1.3 billion in planned development
commitments to the area. Just within six years we
gone from the area that no one in the city would
venture into, to transforming it to what people living
within Calgary believe is the future of city, and that’s
certainly one of the projects that makes us most
proud.
The website for the project is www.evexperience.
com. There are 100s of people that are buying new
condominiums and there are announcements of
over 400,000 feet of development, a new national
music center has been proposed and is now under
construction, and the city has recently announced its
new central library project, a $250 million investment
in this neighborhood.
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company stand out? What makes
your company special and unique?
RICHARD: We are a small
consulting firm, but we have a
unique set of experiences. I worked
for an organization called World
Travel and Tourism Council (WTTC),
established by the chairman of
American Express and 20 of the
world’s visionary leaders of travel
and tourism. They were convinced
that travel and tourism would play
a very important role in the future
of economic development. They
established such an organization
to help places like Montenegro,
Argentina, China, Russia and
India, and allow these countries to
recognize the impact of travel and
tourism on their economies and to
identify the policies that they need
to address.
Over a period of 16 years I have
worked in 65 countries and 350
individual cities, which gives me
a perspective and opportunity
to see what the world is about
and how issues can be applied,
judged and formulated diﬀerently
in diﬀerent places. In a consulting
firm I think it’s all about people and
experiences that they can bring for
individual client.

DIANNA: When you bring a
storyteller and writer into the
mix, you enable really smart
and well-designed ideas to be
articulated in such a way that
people can understand them and
get emotionally invested in them.
I think that’s what makes it really
diﬀerence in terms of our shared
experience and our complementary
skills, being able to express those
things in a way to become future
focused that people can get behind
emotionally.
CHRIS: What makes us unique
are our experiences working
with private sectors and national
governments all over the world. My
experience is primarily working in
the private sector with real estate
and urban developers, and we were
able to bridge both of those worlds
and bring in a perspective to
connect the public’s requirements
with the private sector to attract
investments. When you are able to
engage private sector investments
into the public sector in an initiative
plan that is where successful plans
and policies are realized.
We called our company Resonance
for a reason: we want to make sure
the brand, the policy, and the plan
that we create resonates with the
community.

CATALYST: How has Resonance
Consultancy impacted people and
their community in places where
politics can pose a major barrier to
entry?

the macro side, our job is to help
the authorities release their full
power and potential of their travel
and tourism industry as a vehicle to
boost the industry.

RICHARD: One of my major
projects for the last 10 years has
been to identify for China, Hong
Kong and Macau the policies
and roadblocks associated with
limiting the growth of their travel
and tourism industry. Economically
China continues to explode; the
newfound middle-class populations
are looking for travel, and at the
same time they will also use travel
and tourism as a vehicle to engage
the population with the rest of
the world. One of the issues in
China is the slow transition from a
government-controlled economy to
a market-oriented economy.

CHRIS: One of the challenges with
our work is that it takes years,
sometimes even more than a
decade, to see the fruits of your
labor. But to me what’s most
satisfying is when we can work with
the community through a visioning
process and workshops and
strengthening connection between
local communities and private
developers. Working together
with the community and bringing
in diverse viewpoints in a short
period of time, resulting in a shared
vision and optimistic passion; a new
perception of what the future could
hold for their destinations and
communities.

One example is directly related
to air transportation in prices,
schedule, and services; an industry
heavily regulated by the authorities.
So, our job is to actively help
them engage and understand the
global industry and benefits for the
involvement of the private sector.
For example, the low-cost carriers
for free-market orientated ticket
prices and scheduling will be a
catalyst to helping them eﬀectively
increase their economic growth. On

CATALYST: What are some of
the challenges that Resonance
Consultancy may face in the
future? What are the potential
threats towards shaping the future
of places, and how is Resonance
Consultancy preparing to address
them?
CHRIS: Some of the challenges we
face have to do with convincing
organizations to envision the value

of our approach, especially for
communities impacted by their
plans for the future.
Companies are overly attentive to
the hardware of a place, working
with architects and planners
to sit down and see what can
be physically realized within
the confines of their external
environment. On the other hand,
our approach is quite the opposite:
we focus on articulately defining
the software of a place. Convincing
organizations of the importance
of this is the challenge and
commitment from the public and
private sectors to the long-term
investments opportunities. It takes
a lot of education to achieve that,
but there is growing recognition in
the planning industry. We strongly
believe a sense of place will be a
key driver of the economy in the
21st-century.
CATALYST: What are some of your
plans and goals for the company’s
development in the next decade?
What are you looking forward to?
What excites you?
CHRIS: We are always looking
forward to experiencing new
destinations and getting to know
new communities. Whether it
is working with Ireland, or Haiti
it doesn’t matter what regions
or neighborhood we might be
involved with, it is always exciting
for us to meet and learn about
new communities and work on
new types of projects. There is a
growing interest in creating and
shaping healthy places in the
future brought up by Urban Land
Institutes and it can be an exciting
concept. We still haven’t really
defined what healthy means, but
the conversation is regarding
placemaking and whether it’s about
stability or a larger concept of
healthy places. Such discussions
of emerging frontiers can help
to shape and define the future of
places.
Boosting Economies through
Creativity:
With the wave of globalization
sweeping through the world,
opportunities of the travel and
tourism have never been more
tempting. Countries and cities
can use the vehicle of travel and
tourism to boost their economies

31
and enhance their infrastructure.
However, technology provides
more transparency and information
to the tourists, the old concept
of development, which is the
massive commoditization of
every destination, is no longer
the solution for the future
of destination development.
Resonance Consultancy is
dedicated to developing creative
cities in the future by reconciling
the private developer with the
community, promoting sustainable
environments for both the
developers, local residence, and
merchants, at the same time
diﬀerentiate destinations to attract
tourists. Shaping the future of
places can take a long time, and
massive eﬀort, but with firms like
Resonance Consultancy, more
opportunities for the community
will be created, environmental and
economic environments will be
more sustainable, and the future
of places should be better and
smarter.
All Photos Courtesy of Resonance Consultancy.

STRATEGY IN ACTION:
>> Develop
strategic branding and identify
future opportunities to attract
tourists and help boost a local
economy.
>> Collaborate
with meaningful contributors to
help guide a complex process.
>> Connect
by hosting workshops to
strengthen connections between
the communities and developers.
CATALYST INSIGHT:
With an increase in global
travel and tourism, countries
and cities try to capitalize on
its benefits to flourish their
economies. One main goal is to
incorporate shaping the future
of places by building bridges to
promote creative cities by using
travel and tourism to benefit
communities and economies.
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Function
follows Form
Understanding
objects out of their
context.
Photo Credit:
Ana Peñalba
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SPATIAL AGREEMENTS:
REIMAGINING CULTURAL LEGACY OF A CITY
THROUGH DECONTEXTUALIZED DESIGN
By: Ana Peñalba
Executive Summary

M

emories have static definitions that belong to the past; once done, they are complete.

The Spatial Agreements project is a design exercise that experiments with the meaning of objects out
of their context. It intends to break down the associative reaction that links memory and object recognition. It
recreates a new reality to celebrate the possibilities of the forgotten. The project plays with diﬀerent models
of cities and spaces, where design is utilized as a tool to involve citizens in the process of building their cities.
In its initial iteration, Spatial Agreements brought together communities and youths in the city of Denver
with the goal to encourage the reimagination of the city and to explore its cultural heritage and legacy.

Developed from a 90-day artist
residency grant in Denver,
Colorado, Spatial Agreements
was a partnership between the
nonprofit organization PlatteForum,
and the Colorado I Have a Dream
Foundation.

A City For US defends the
importance of every citizen on this
process, training the capacities
of the youth to develop critical
minds, able to justify and decide
the possibilities of the cities they
inhabit.

PlatteForum is an organization
that teams underserved youth
from around the metropolitan
area with contemporary master
artists in intensive, structured,
and long-term creative learning
environments. The Colorado I Have
a Dream Foundation is an awardwinning nonprofit organization
helping some of Denver’s most
disadvantaged youth achieve
academic success.

For Spatial Agreements and
the A City for US workshop,
the concept of “Our Collective
Cultural Heritage” was a driving
theme. During five hours a week
over the course of five weeks,
Spatial Agreements worked with
a team of underserved urban
youth (K-12) to conduct the A
City for Us workshop. After the
participants chose the buildings
they considered representative of
Denver, they used the workshop to
open up the limits of architecture
into public spaces.

Both organizations believe in
“strengthening individual practice
through collaboration,” supporting
the synergy of disconnectedness
and the power of collective
negotiation.
The collaboration was developed
in a separate but interconnected
process. On one hand, we intended
to engage the Platteforum
community in the process of
experimenting with new scenarios
that explore the meaning of our
cultural legacy. On the other hand,
the production of the workshop,
A City for Us, with underserved
high school students that aimed to
empower their sight and awareness
about the significant impact they
can have on the design of their city.
It aims to develop young peoples’
awareness of the importance of
their role as citizens.

The Process Informs the Design
The process, rather than the
outcome, was the focus of
Spatial Agreements and the
workshop. It was important that
participants learn to explore the
morphological conditions that
define objects, and the possibilities
that occur when detached from
their cultural reference. The
intended consequence of this
decontextualization is that the
act of design becomes a state
of debate that attempts to break
down the static associative reaction
that links the memory and the
objects. Through the project,
associative memories stop being
untouchable boundaries, but
instead, they become a source of

Ana Peñalba holds a Masters degree
in Architecture from the Polytechnic
University of Madrid, completing
her education with a Post-Master
Degree in Environment Studies and
Bioclimatic Architecture in 2007.
In 2005 she has co-founded the
Architecture Collective Leon11 and is
currently working as an Urban Design
Researcher at the organization
Terreform under the direction of
Michael Sorkin.
Ana explores the limits where the
mission of Architecture serves to,
understanding her practice as the
result of overlapped disciplines
that uses controversial actions to
challenge quotidian attitudes, to
restore Architecture to the service
of thinking and to implement new
visions of the society and cities
where we live. She is regularly invited
as a guest critic at Anne Spitzer
School of Architecture (CUNY),
Graduate School of Art Planning
and Preservation (GSAPP) Columbia
School, Pratt School of Architecture,
Fashion Institute of Technology (FIT)
and The New York School of Interior
Design.
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is what dictates their use, which
should be one of the principles of
sustainability. Read the nature of
things, and make the best of it.
Here are some of the thoughts from
young participants of the A City for
Us workshop:

A City for Us
with the Colorado,
I Have a Dream
Foundation.
Photo Credit:
Ana Peñalba

accumulated references ready to
be manipulated as active agents for
innovation.
Three components of the process
actively challenged the often-linear
structure of a traditional design
process: inventory production,
project assemblage and final
product. Spatial Agreements
implored workshop participants
to focus on local materials and
objects. The community held
a critical role in the process of
gathering materials throughout the
project and design process.
In the project, the inventory
consisted of recycled materials
from nonprofit organizations, thrift
and antiques stores, donations from
Denver’s citizens eager to discard
home items and appliances, leftover
material from Platteforum, as well
as additional donations from local
citizens. The material list was never
fixed, never closed. It was the result
of a temporal and spatial encounter
that didn’t stop until the end of the
project.

Project Assemblage
The final inventory only stopped
growing near the end of the Spatial
Agreements residency when the
meaning of ownership reversed
the nature of this phase. As the
project participants acquired more
everyday materials and objects,
they investigated the potential
of the materials. One informed
the other as the designs grew
and morphed. In example, if the
umbrella had not been acquired
at the same time as the iron, the
mosquito scene would have never
been created. The process became
the design itself.
The Final Product
A final exhibition concluded the
project; however, the outcomes
went beyond the physical
manifestation of the project
and workshop. The exhibition
sparked an open debate about the
redefinition created through the
materials. People talked on a micro
and macro level, from the new

buildings that the students created
for the city of Denver, to how
amazing it would be if the model
could be made a reality. They even
spoke of how the spider made out
of a toaster, could simultaneously
be a helicopter. The final product
was a physical manifestation
designed to move beyond reaction.
It was the reflection that arose
from the spectator with the
consequence that she could rethink her surroundings.
The Spatial Agreements project
represents the consequence
of a negotiation between the
morphology of the object and the
new spatial definition associated
with it. In this context, the belief of
“form follows function” is flipped
to “function follows form” An
encounter with the “in between,”
the numerous layers that define
the object creates experimental
structures with forms that suggest
possible scenarios that continue
to inform the meaning of the
objects and their potential use.
The morphology of these objects

Jasmine: I recreated the Cash
Register building. First, we made
a plaza at the bottom making the
rest of the building appear as if it
is floating above the ground. At
the center, we made an open glass
atrium that you can see into. These
changes could make for a more
public space, open to everyone,
because it gives the public a
chance to see more things. Denver
does not seem to be a place fit
for kids, and I feel that this new
place could give kids and teens
somewhere to go to get away
from their lives. The public would
probably be shocked and surprised
and also happy that they have
these spaces. I think this building
could be a reality, but it would take
someone to stand up for it and
campaign for these changes. I feel
like if we had more public spaces
we would have less crime and
violence, and it would empower
youth to do something more
constructive versus sitting at home.
Angel: I designed a park near
PlatteForum and I also helped
reconstruct roads. In both places, I
added more colors, more creativity,
and made the streets safer, based
on observations of the local area.
My designed park included added
sculptures, and I gave the streets
more lamps, to help the drivers
and people see better. It shows
that Denver can be safe, but at the
same time, goofy and creative. If
my creations were real, I think the
public would be shocked, because
usually in a city you do not see
so much creativity everywhere. I
think these upgrades can occur in
real life if we all work together and
advocate these needs
Juan: For this project, I made a
few things including the State
Capitol, Civic Center Park, painting
the mountains, and a football field
for the North Vikings. I had the
most fun coming up with the new
football field and painting the
mountains. One of the changes I
made was to the capitol, by placing
the words “Y.O.L.O.” on the front to

remind everyone to live well. I also
made money trees for Civic Center
Park, because the government
has a lot of money, but they do
not spend it on the right things.
With the money trees, everyone
can come get money and spend it
on good things. The football field
represents the future because I
designed it to float in mid-air, and
that is not something you see right
now. Instead of being a normal
city, I think Denver could be more
futuristic. We have the power
to change lives and encourage
others to come up with new ideas
for making society better. Most
of the changes I made could be
possible except for the money
trees, because everyone knows that
money does not grow on trees.
The Value of Decontextualized
Design Thinking
The Spatial Agreements project
framed a scenario where
design was no longer the result
of a controlled idea, but the
consequence of the relationship
established with a city and its
community. It upheld a few key
considerations throughout the
projects’ process. First, substitute
project with ‘experiment’,
then tap into the spontaneous
consequences of a collaboration.
Next, challenge the loyalty to any
fixed physical manifestation, value
the unexpected encounters derived
from an open process, and trade
mission for negotiation. Ultimately,
it challenged participants to think
diﬀerently and creatively about
the everyday places, spaces, and
objects that define their cities and
form the foundations of culture.
We must start thinking of spatial
occupation in other ways. Thinking
of space as content and not just as
containers. Spatial Agreements was
not only a physical project but also
a thought process. This approach is
essential for the process of building
creative cities and thus, creative
citizens. It reclaims the importance
of the analysis of its existence,
and its definition to discover the
qualities that might recreate the
future.
The city is the consequence of a
collective memory inherited. We
do not live in an era where cities
need to be re-thought from scratch,
rather, we are in a time where

things already exist that can be
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redefined, to the benefit of our
cultural heritage of our cities and
communities. On many occasions
we miss qualities of existing space
because of the need to accomplish
a concrete mission far apart from
its context. It requires a critical
vision detached from the past,
and an analytical attachment
to the present. This temporal
contraposition is what makes
possible a creative definition of the
future.

STRATEGY IN ACTION:
>> Rethink
sustainability; it relates to
changing one’s mindset to step
out of the box.
>> Collaborate
as there is no need to start from
scratch when what already
exists can be redefined.
>> Reimagine
design possibilities by stepping
back and changing the scenario.
>> Remember
context goes hand in hand with
a collective memory.
CATALYST INSIGHT:
There is a relation among a city,
communities that inhabit it and
the resources surrounding them.
Design calls for understanding
the context to think strategically.
Sometimes redesign aims to
reconsider objects regardless
of the context to reimagine
solutions.
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Robert Ferry, RA, LEED AP BD+C,
is the founding co-director of the
LandArt Generator Initiative and
Studied Impact Design. His focus is on
designing net-positive environments
that achieve complete harmony with
their local and global environments
and with the people who use them.
The Land Art Generator Initiative
project has been featured in
numerous international press outlets,
including The New York Times and
Dwell Magazine.

Light Sanctuary
An empowered
landscape for the
UAE.
Photo Credit:
LAGI

LAND ART GENERATOR: RENEWING
ENERGY THROUGH PUBLIC ART
AN INTERVIEW WITH ROBERT FERRY AND ELIZABETH MONOIAN
By: Kaitlin Bundy
Executive Summary

enewable energy is an exciting and continuously
budding focus these days, it presents new,
clean alternatives in creating energy that will
not deplete. As such, the usage and incorporation
of renewable energy sources has been gaining
momentum and today we easily recognize many of
the attempts to harness it. With this insurgence of
renewable energy technology, art and design has
gleaned the opportunity to pair with it to create
further value.
The Land Art Generator Initiative (LAGI), is an
international initiative activating interdisciplinary
teams to conceive of large-scale public artwork
for specific sites that artfully provide utility-scale
clean energy to the city grid. The project combines
renewable infrastructure design with international
cultural exchange, and community educational
outreach. The Land Art Generator Initiative is
providing artists, designers, engineers, and more the
opportunity to show that renewable energy can be
both functional and beautiful.

R

CATALYST: Please describe the Land Art Generator
Initiative; its goals, purpose, and the origin of the
Initiative.
LAGI: The Land Art Generator Initiative (LAGI) is
a worldwide public arts initiative that oﬀers the
opportunity for collaborative teams of artists,
architects, landscape architects and designers, working
with engineers and scientists to create new ways of
thinking about what renewable energy generation
looks like.
It begins with the statement that renewable energy
generation can be beautiful at the same time that it is
functional. It broadens public awareness of renewable
energy’s promise by inspiring and educating through
public art and the potential for a sustainable future.
The LAGI project calls on design teams to conceive
of large-scale public artworks for specific sites that,
in addition to their conceptual beauty, also have the
ability to harness clean renewable energy from nature,

convert the energy to electrical
power, and safely distribute the
power for use by the city electrical
grid.
The goal of the Land Art
Generator Initiative is to enable the
construction of a series of public
art installations that uniquely
combine aesthetics with utility
scale clean energy generation.
The works will serve to inspire
and educate while they provide
renewable power to thousands of
homes around the world.
It seems to us that resistance to
a transition from fossil fuel and
nuclear dependence all too often
takes refuge in arguments that
hinge on questions of aesthetics.
These questions pertain to both
our public visual and audial
environments, and they are most
relevant as installations come into
closer proximity with urban centers
and residential and commercial
districts, giving rise to the not-inmy-backyard reaction to proposed
renewable energy installations.
LAGI is providing creative
alternatives, and by combining

energy generation with art—also
serving to provide a testbed
for the application of new
technologies in a context where
eﬃciency (capacity factor of the
renewable energy conversion) is
not the primary criterion for project
success.
CATALYST: What inspired you to
bring together artists, architects,
scientists, and engineers to tackle
the problems of the 21st century
energy crisis?
LAGI: We were living in Dubai at
the time that we conceptualized
LAGI (2008), surrounded by
ambitious projects springing
up around us. Inspired by the
landscape, we began to work on
concepts for large-scale net-zero
architectural projects that made the
most of the United Arab Emirates
climate through active and passive
solar power systems—making
use of aggressive integration of
renewable energy technologies
that are more often found in open
field sites, utility-scale power
generation installations—such
as heliostats, concentrated solar
power parabolic troughs, evacuated

Elizabeth Monoian is the founder
and director of Society for Cultural
Exchange, a non-profit organization
that is developing international
exchanges between communities,
academics, and artists. Under SCE
she is the founding co-director of
the Land Art Generator Initiative.
Elizabeth is an interdisciplinary artist
and designer whose work has been
screened and exhibited in venues
throughout Europe, the Middle East,
and the United States.

tubes, concentrated photovoltaic
modules, and solar updraft.
It occurred to us that the design
of distributed and urbanized
energy infrastructure could be
given great momentum if it were
to be promoted within the genre
of public art. Art has the power
to speak to the heart and inspire
people to collective action. The
LAGI project could set a path for
creative individuals to engage in
pragmatic solutions in addition
to creating thought-provoking
reactions to the problems that
face us (global warming, resource
management, environmental
pollution).
We sat down in front of the Ski
Dubai slopes one evening and
brainstormed the concept of
the Land Art Generator Initiative
(LAGI), sketching ideas on napkins
of what the project would look like.
We quickly got to the root of the
questions, “Can renewable energy
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CATALYST: In 2012, LAGI
competition took place in
Freshkills Park, the former Fresh
Kills Landfill in New York City. Why
did you choose this location? What
interested you about the former
landfill?
LAGI: The choice of Freshkills Park
in New York City’s Staten Island
was a natural progression for the
LAGI competition. As a “canvas” it
provided teams with rich cultural,
historical, and conceptual terrain
within which to develop their
design approaches.
The reclamation of Fresh Kills
Landfill will continue to mark an
era of healing and inspiration for
Staten Islanders and New Yorkers,
standing as a beautiful monument
to restoration and ecological
adaptation. It is a symbol of our
collective ability to learn from
our past and move beyond the
status quo and towards a more
sustainable ideal. This reclamation
could be seen as a metaphor for
the entire planet.

Cloud Ecologies
Artist Team: Lydia Kallipoliti, Katie Okamoto, Ezio Blasetti, Andreas Theodoridis, Stella Nikolakaki.
Photo credit: LAGI 2012

be beautiful at the same time
that it is practical?” and “how can
artists, designers and architects
work in harmony with scientists
and engineers to solve the pressing
issues of our time?”
Dubai oﬀered the first
competition—LAGI 2010—a context
of expansive Arabian landscapes,
a thriving art scene, avantgarde architecture, a receptivity
to cultural innovation, and an
overabundance of renewable
natural resources (solar, wind, and
wave) set so intriguingly against a
petroleum-export economy with
the second highest per-capita
carbon footprint.
We are currently working towards
the construction of WindNest,
which was a submission by Clare
Olsen and Trevor Lee for the 2010
competition for a site in Abu
Dhabi. We are in the early stages
of fundraising and we have some
strong partners on board. It will
be built for two sites in Pittsburgh,
which is an entirely diﬀerent
context than it was designed for

originally. So the artist team will be
working to adapt the design to the
new context. WindNest will present
a model for what renewable
energy generation can aspire
to be within urban landscapes.
More information can be found at
http://landartgenerator.org/blagi/
archives/3091
CATALYST: How would you
describe the meaning of a ‘creative
city’? How does your work support
the creation of such a city?
LAGI: Interdisciplinary collaboration
and partnerships are very important
when engaged in an endeavor that
combines the creative processes
of design and the arts with the
objectives of emerging applied
science, engineering, architecture,
and public policy. To us it seems
critical that creatives sit at the table
with policy makers, and vice versa.
Solving big issues takes big teams
with multidisciplinary perspectives.
Cities are complex organisms with
elaborate and interconnected
distribution networks for

energy, information, housing,
transportation, resources, and much
more. A city basks in the sunshine,
it feels the movement of the air,
and it intimately experiences the
workings of the rain and water
flows. A living city is nurtured
by its inhabitants and by natural
energies. A Creative city is one
that recognizes the intricacies
of these systems and integrates
them into aesthetically considered
environments.
One of the methods of
accomplishing this integration is to
consistantly challenge the common
wisdom of what the individual
pieces should be. What makes a
park a park, a street a street, a
power plant a power plant? How
do these pieces serve the whole,
and where are the overlaps that
can create eﬃciencies and increase
livability? Our work has been
focused on finding overlapping
interests between distributed
renewable energy infrastructure
and the other existing systems
within the city.

After many generations of
inconsiderate consumption of
non-renewable natural resources
and the disposal of the synthetic
byproducts of industry and
commerce within our fragile
biosphere, we have recently
awoken from our slumber.
The 2012 LAGI design competition
was an opportunity to juxtapose
these important issues (our energy
and waste infrastructures) and
to conceive of solutions that
could be adaptable to other
landfill reclamation projects
in cities around the world. In
choosing Freshkills Park, we
hoped to present viable models
for sustainable and multi-purpose
“public energy landscapes,” mindful
of the fact that Freshkills Park is
actively engaged in studying the
feasibility of more conventional
wind and solar installations within
its landscape. We received 250
submissions from interdisciplinary
teams (consisting of 2-8 members).
The submissions represent 40
countries.
Freshkills Park has shown that
the world’s largest landfill can
become a great city park, and it
seems fitting that the question be
asked whether there is a capacity

for our great city parks to artfully
contribute to our sustainable
energy infrastructure.
CATALYST: Did you find anything
unique or interesting about holding
the competition in New York City?
What are your hopes in making
New York a sustainable city?
LAGI: We were thrilled by the
enthusiasm and support that we
received from all corners of the
city—from the early planning
through the exhibition and public
events. The support from the
New York City Departments of
Sanitation and Parks & Recreation
was tremendous. What was more
important though about holding
the competition in New York City
was holding it in the Borough of
Staten Island. There was a lot of
very personal interest from the
community in the project and the
idea.
New York City has the best
chance of becoming the first
major metropolitan area in the
USA to achieve carbon neutrality,
although still a distant future. The
groundwork has begun to be set
and while the PlaNYC goal is to
reduce emissions 30% by 2030, it
would be great to see an even more
ambitious target.
CATALYST: 2014 will represent
LAGI’s third competition, this year
taking place in Copenhagen. What
made you choose Copenhagen
as the coming year’s competition
location?
LAGI: We first visited Copenhagen
in January of 2010 (simultaneous to
the United Nations Climate Change
Conference, COP 15) to give a
presentation about LAGI at the
“Artwork between Technology and
Nature” conference. We both felt
that it would be an inspirational city
to hold a LAGI competition, but at
that time it was just a dream. In 2011
we met Lea Schick, a PhD student
at IT University in Copenhagen at
a conference in Istanbul at which
we were all speaking. We stayed
in touch with her throughout the
process of LAGI NYC and she
asked if we might be interested
in Copenhagen for LAGI 2014. It
seemed like the perfect choice for
the site of the next competition
for many reasons, not the least
of which is the City’s embrace of
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development models. Copenhagen
is being honored as the 2014
European Green Capital (of which
we are an event partner), so the
timing to bring LAGI 2014 to this
city could not have been better.
CATALYST: How do you pick the
locations for your competitions?
What is the criteria for choosing
locations for the competition?
LAGI: The sites are chosen
because they all fit the following
three criteria: 1. they combine
the perfect mix of adjacency to
natural beauty and proximity to
urban areas, 2. they have ample
access to renewable energy
resources, and 3. the LAGI artworks
will be compatible with existing
development plans.
We choose sites that will inspire the
minds of the design teams, as well
as the residents, local stakeholders,
and decision-makers of the cities.
The central design site for LAGI
2014 can be seen across the
harbor from the Little Mermaid.
Refshaleoen at its height was a
shipyard that employed 8,000
individuals and is poised to
be an important area for new
development within the city.
The rich historical context of the
site, and its place in Copenhagen’s
future will inform the design
proposals. We are looking forward
to very interesting results this year.
CATALYST: What do you think
is the biggest value these
competitions bring to a community
and/or city?
LAGI: The competition model
provides a platform that gives
permission to participants to
experiment and innovate. They are
not bound to any predetermined
outcome or expectation (within the
design brief there is great latitude
for creativity). It gives participants
access to a new public sphere
where they participate in lectures,
exhibits, and publications.
Once the team presents their
ideas to the LAGI community,
the dialogue expands as their
contribution becomes a part
of the larger network of ideas,
continuously building and evolving.
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provide the communities
surrounding the design sites with
new ways of imagining their home.
And it shows that we do not need
to settle for an either/or scenario
between providing renewable
energy and preserving the beauty
of our natural and constructed
environments. We can do both at
once.
CATALYST: What is your current
level of involvement in the
communities you develop after a
competition has occurred? Do you
think that will change at all in the
future?
LAGI: Events being organized
in conjunction with LAGI 2014
are a perfect example of our
integrated community involvement.
Throughout 2014 and beyond
we will be organizing master
classes and community workshops
throughout Denmark with the
following themes:
•

•

•
•

How can Denmark establish
a network and fertilize
collaboration across
municipalities and across
decision-makers, industry, and
utility companies around the
conversation of renewable
energy?
How can all communities
(academic, political, industry,
citizens) within Denmark
actively participate in the
discussion of renewable
energy?
How can energy production
move into the city space and
help create more livable cities?
How can future renewable
energy be aesthetically shaped?

CATALYST: What types of projects
do you foresee exploring in
the future and how might they
be diﬀerent than what you are
currently working on?
LAGI: We are very interested in
expanding the LAGI project to
include dense urban environments
and air filtering (we would love to
take the project to China to tackle
this issue). We are always looking
towards new design solutions
that can further the aesthetic
integration of sustainable systems
into our everyday lives and that
can better the lives of those who
are experiencing energy poverty

around the world. We are working
to provide a global platform for
idea generation, and to help to
communicate art through the
criticality of enacting corrective
environmental policies.

“We are always looking towards
new design solutions that can
further the aesthetic integration
of sustainable systems into our
everyday lives, and that can
better the lives of those who are
experiencing energy poverty
around the world. We are working
to provide a global platform for
idea generation, and to help to
communicate through art the
criticality of enacting corrective
environmental policies.”
Land Art Generator Initiative

CATALYST: How can we make the
public interested and engaged in a
green transition into a future based
on renewable energy?
LAGI: We are concerned with the
disconnect between the general
public’s interest and engagement
(which seems to be already there)
and the lack of initiative and
transparent decision quality from
the vested interests and policy
makers. The failure of the last few
COPs makes evident this failure of
our leaders to reflect the majority
opinion of their stakeholders and
the science of climate change.
But we are optimistic that the
tipping point is near. For our part,
we see that art has the ability to
empower movements. One way
to further engage the public is to
help engender a collective frame of
discourse that can stir imaginations
about what is possible.
CATALYST: Are there any ways
in which you feel you can serve
as a role model for the global
community in the development
of creative and sustainable cities?
Do you foresee collaborating with
global partners?
LAGI: Land art generators are
both working models of renewable
energy infrastructure and teachable
works of ecological art. By helping
to create places that people can
point to as examples of how a
green transition can occur, we hope

that these will provide planners
with another tool in their kit of
sustainable place making. LAGI is
already collaborating with global
partners and we hope to be a
part of the construction of land
art generators in cities around the
world over the coming decades.

41

CATALYST: Can you speak to how
Land Art Generator’s projects
advance equality, maintain the
environment and stimulate
economy through design? What is
Land Art Generator’s relationship
to “culture” in the cities you work
in?
LAGI: Public art serves many
purposes. It teaches, inspires, and
adds pleasure and interest to our
days. It generates tourism and
increased economic development.
It gives us the ability to question
our assumptions about place,
space, materials, and the meaning
of things, and it generally
strengthens our communities in
ways that are innumerable and
defy explanation. Can public art do
these things and more?
Land Art Generator public artworks
pay back both their carbon
footprint and their installation cost
over time, making them the perfect
investment in our future.
The capacity of public artwork
(especially large-scale and highprofile works) to increase economic
activity is well documented.
According to the NYC Economic
Development Corporation, NYC
Waterfalls by Olafur Eliasson, cost
$15.5 million to install (privately
funded) and brought an estimated
$53 million in incremental spending
from visitors who came to see the
installation over the nearly four
months that it was in operation.
That is an extra $483,000 per day
to Manhattan businesses as a direct
result of a public art installation.
Imagine a permanent work of art
of a similar scale and with similar
economic stimulus benefit.
And now imagine that this work of
art educates hundreds of visitors
every day about the technology
that it employs, while contributing
clean energy to the electrical grid.

Greenfield and a Constellation
Authors: Carlos Campos + Yamila Zynda AIub. Collaborators: Andrea Tubert, Pedro Magnasco, Ignacio Savid, Luca Soccio.
Photo credit: LAGI 2012

STRATEGY IN ACTION:
>> Activate
interdisciplinary teams to conceive of large-scale public artwork for specific sites that artfully provide
utility-scale clean energy to the city grid.
>> Increase
economic activity through public artwork. It is proven that planned, urban artwork can have a direct
and measurable positive impact on businesses in the artwork’s vicinity.
>> Neutralize
the carbon footprint of an artwork installation over time to gain true triple bottom line sustainability.
>> Stir
imaginations about what is possible. Art can be the vehicle and the driver to change.
CATALYST INSIGHT:
Art and design have the power to express beauty and function, which can unite a vision and inspire
people to collective action. Creative individuals play a vital role in the ecosystem of the city. They can
bring pragmatism to complex solutions, as well as create thought-provoking reactions to the problems
that face us in the 21st century.
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REVOLUTIONARY ROAD TO CREATIVE CITIES

People

By: Yangzi Liu
Four Ages of A Modern Economy

Revolutionary
Road to

Arts and cultural tourism
contributed 17% to
Barcelona’s GDP in 2004.

Creative

Cities

Based on Richard Florida’s (2002)
The Rise of the Creative Class, Cities
and the Creative Class.

Agricultural Age

Industrial Age

Service Industrial Age

The Current Age:
Innovation Age

IDEAs

Attracting talent to build a creative economy requires a shift from an
 ϔ ǡ 
incorporates a dynamic cultural atmosphere and thriving quality of life.

Generate and
attract Creative
Individuals
Creatives are a critical factor.
They constitute the Creative
Class. Their function is to
create new ideas, technologies, and creative content
thus bringing a dynamic
economy to the city.
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A Place Where Synergy Happens
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Planet

Writer/Journalist
Technological
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Creative Class

Creative industries
accounted for over $500
billion, or at least 3.2
percent of U.S. goods and
services in 2011.

Creative Enterprises

Creative
Cities

Infrastructure Accessibility

Urban
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TOOLS FOR CHANGE
COUNTRY BRAND INDEX 2012-13

GERMAN TRACES NYC: APP REVIEW

By: FutureBrand
Reviewed By: Ali Akbar Sahiwala

By: Goethe Institut
Reviewed By: Melissa Jester

A good brand is immensely valuable but
is typically associated with products and
organizations. Taking this concept a step further,
design consultants at FutureBrand have been
measuring and ranking global perceptions of
the world’s nations – from their cultures, to their
industries, to the economic vitality and public
policy initiatives, to derive the Country Brand
Index (CBI).
The strength of a country brand is determined in
the same way as any other brand – it is measured
on the levels of awareness, familiarity, preference,
consideration, advocacy and active decisions
to visit or with which to establish a commercial
relationship. However, the most important factors
that truly diﬀerentiate a nation brand are its
associations and attributes - the qualities that
people think of when they hear a place name, or
look at a photograph or plan a trip.
Unsurprisingly, the top 25 country brands last
year were of a Western-majority, as has been the
case since the CBI was launched in 2005.
With eyes set unto that which is yet to come, the
team at FutureBrand chose to add an additional
component to their annual global rankings;
Future Fifteen. This list recognizes countries that
are on course to transform the global landscape
economically, politically and culturally in the
coming years.

Analyzing countries based on six ‘future drivers’,
namely, governance, investment, human capital,
growth, sustainability and influence, FutureBrand
predicts the following countries as having great
potential to become tomorrow’s leading country
brands.
A common trend prevalent throughout the report
is that the best country brands have strong sense
of identity, developed over time and presented
consistently across touch points, which is critical
to brand success of any kind. Country brand
strength is a nation’s ultimate intangible asset
and goes beyond its geographic size, financial
performance or levels of awareness. While many
brands believe a strong economic performance
is vital to brand strength, it is not enough to
guarantee a high world ranking. It is much more
- a strong country brand should make peoples’
lives better.

German Traces is an app for iPhone that helps
users engage with German heritage in Israel,
Brazil, Bratislava, Slovakia, and Stockholm,
Sweden. Now, the Goethe-Institut oﬀers multiple
interfaces for exploring the German immigrant
experience within New York City, which can be
found at http://germantracesnyc.org.

The desktop web interface lists several types of
attractions for users to choose from to get full
information of event description, address, and a
suggested length of time needed to explore. All
three of these methods include fully informative
archival documents, photographs, and multimedia
narratives.

German Traces NYC uses technology strategically
to engage diﬀerent types of learners through
three interfaces that enhance the users’
experience of the German cultural attractions
of New York. These three options are: Layar
Augmented Reality, a mobile web interface, and a
desktop web interface.

German Traces NYC shows how integral German
immigrants were in the development of New York
City. “Over the years, however, the community
assimilated and dispersed, but not before it left
an indelible mark on the city. Since that time,
New York has been built up and torn down,
both by design and by tragedy, but if you look
close enough, you can still find traces of the
German immigrant experience hiding throughout
the city’s corridors.” German Traces NYC is an
engaging way to do just that and with three
diﬀerent methods to do so, there is an option for
everyone.

Through the use of the camera and other sensors
in smartphones, Layar Augmented Reality
incorporates educational videos, photos, and
sounds over the user’s surroundings, connecting
the learner with more meaningful content. To
experience the Layar Augmented Reality, you
must first download the free Layar app and then
search for “Goethe-Institut” under “Geo Layers.”
Through the mobile web interface users can
create a customized walking tour based on
location and the amount of time he or she would
like to spend exploring. The length of the tour can
range from one hour and 15 minutes to five hours.
If a user clicks on the name of an attraction, the
website provides a description, address, and a
suggested amount of time needed to explore.
To start using the mobile web interface, enter
http://m.germantracesnyc.org.
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Christopher M. Shrum, PhD, MPA, is an
Assistant Professor at Pratt Institute’s
Arts and Cultural Management
program, as well as an independent
consultant working in the arts,
community economic development,
tourism, and organization change.
For more than 20 years, Dr. Shrum
has assisted over 200 nonprofit
organizations, community groups,
local governments, and private
business to shape a strong economic,
social and cultural future by fostering
civic engagement, leading program/
product development, and advancing
community based initiatives. During
that time he has leveraged more
than $200 million in philanthropic
investment and public grants to
help transform community and grow
business.
As a community economic
development professional trained
in arts administration, Dr. Shrum
has dedicated much of his career to
cultivating creative capital by bridging
culture, community and commerce.
He has led a series of large-scale
community visioning processes
associated with creative placemaking,
downtown revitalization and adaptive
reuse related to the development of
cultural facilities.

Dr. Shrum has designed and
facilitated strategic planning eﬀorts
for distributed community artisan
initiatives, as well as for multifaceted
organizations with budgets in excess
of $100M. He has worked with such
organizations as the Ford Foundation,
Wallace Funds, National Endowment
for the Arts, and Smithsonian. In
addition to his work in the arts Dr.
Shrum assists Tribal communities
across the United States establish
vibrant economies through the
investment in culture.
Dr. Shrum holds a doctorate in human
and organizational development from
Fielding Graduate University, focusing
his research on civic entrepreneurship,
cultural capital, and community
change. He also earned a master’s
degree in public administration from
New York University. He lives in Jersey
City, New Jersey with his wife Lisa,
dog Neville, and two cats Fern and
Penelope.

Jako Borren heads the Workforce
Development arm of Bedford
Stuyvesant Restoration Corporation
(BSRC) as Director of Program
Operations. Under his leadership
the department has expanded from
a 15-employee operation to a team
of nearly 50 employees working in
youth development, financial literacy,
employment service and a handful
of other social services provided to
residents of Bedford Stuyvesant,
Brooklyn. BSRC is the country’s oldest
community development corporation,
originally founded by Robert Kennedy,
serving a marginal population in
Brooklyn, NY.
Jako began working with BSRC in
2006 as an intern with the Skylight
Gallery. Here he began using his
project management skills to create
policies and procedures to increase
the gallery’s administrative capacity,
thus allowing it to better serve its
public. He continued working in
a similar role as a consultant with
other departments at BSRC, using his
background in project coordination,
benchmarking, results management
and functional analysis to improve the
entire organization’s oﬀerings.
Jako created a dashboard that is
updated on a monthly basis in order
to inform the organization as to where
they are. He uses data collection and
analysis as a means of tracking the
progress and success not only of
BSRC programs, but also of individual
participants. This information is used
to see where resources are needed
and to develop engaging and useful
programming for the public.

Jako hails from the Netherlands where
he studied Business Management and
Financial Analysis at the University
of Groningen, receiving his MBA. He
began his professional career with ABN
AMRO Bank N.V. working in functional
analysis for electronic banking and as a
business analyst.
Jako moved to the United States
to study in the Arts and Cultural
Management graduate program in the
Department of Design Management
at Pratt Institute. He uses his financial
administrative background on a daily
basis and applies it to a field for which
he is truly passionate: community and
cultural development.
Jako believes that work is most
fulfilling when it is an extension of your
life, and benefits from this philosophy
as a resident of the neighborhood he
serves. He continues to contribute to
the Brooklyn community by writing a
column for the Brooklyn Reader called
“Random European Thoughts.” Jako
shows us how project management
and analysis can lead to thriving
communities and cultures.
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FROM THE BLOG
SAN JUAN: CREATIVE CITY
By: Dyanis De Jesús

concept of “Creative Cities”, beginning this
global movement that reflects a new planning
paradigm, and advocates that a culture of
creativity be embedded in the operations of
urban stakeholders. This concept becomes
even more relevant in the context of
economic recession.
Today, San Juan is looking to join cities such
as Berlin, Bogotá, Montreal and Singapore, to
name a few, in an eﬀort to use creativity to
spur innovation and growth. For Creative San
Juan, there is not a second to waste, which is
why PRCEI called leaders from the diﬀerent
creative industries to deliver a concrete
strategy in 45 days. The plan does not rely on
the government, but instead involves public
and private sectors, NGOs and the academia,
in a multidisciplinary eﬀort complete with
measurable objectives and goals.
The strategy is based on three pillars,
looking to position the creative industries
as the center of San Juan’s growth. The first
pillar - “knowledge creation” - makes the
contribution of the creative industries more
visible and measurable in order to support it.
The second is “development and promotion”
and provides ideas for the growth of creative
enterprises, fostering better practices, more
business opportunities and market expansion.
The third pillar is “innovation”, which looks
at the city as the context in which the
creative industries operate, and considers
their activities in relation to social, cultural
and environmental enrichment, along with
economic wellbeing.
Puerto Rico has been in the spotlight
recently for all the wrong reasons: the
degradation of its credit, economic
recession, migration of professionals, loss
of jobs, etc. But what most people ignore
are the abundance of local initiatives in the
areas of creative industries, technology
and entrepreneurship. They may seem like
isolated eﬀorts now but, with the right push,
they have the potential to turn those wrong
reasons around. And that “push” is precisely
the vision behind “San Juan Creativa” or
Creative San Juan, a platform driven by the
Puerto Rico Creative Economy Initiative
(PRCEI) in alliance with the city of San Juan
and its mayor, Camen Yulín.

Creative San Juan was made oﬃcial this past June
through an executive order and was launched as
a public and private sector collaboration. In line
with other important global cities, the idea behind
Creative San Juan is inspired by the recognition that
social, economic and cultural structures are changing
dramatically around the world. This change has to do
with the ways the information technology revolution
has reshaped the way value is created. Within that
value creation, creativity plays a major role in the
necessary reinvention of our world, starting with the
reassessment of our cities.
Cities as epicenters of the creative potential of a
nation was a premise first captured by the urbanist
Charles Landry in the late 1980’s. He made oﬃcial the

Because of its creative pool and unique
cultural assets, Puerto Rico is ideally suited
to support a creative economy strategy.
Local creative industries are one of the most
vital sectors because they oﬀer high growth
opportunities and the potential to create
great impact on destination and intellectual
property branding – which is particularly
important for economies supported by
tourism such as Puerto Rico.

A creative economy in Puerto Rico can foster income
generation, job creation, and even export earnings
while promoting social inclusion, cultural diversity and
human development. It would not only embrace the
economic aspects of the country, but also the cultural
and social aspects in a way that can generate a larger
socio-economic impact for the country. A creative
economy for Puerto Rico is not only an economic
agenda, but it also has deep social and cultural
implications. PRCEI aims to move the country towards
this direction.
About Creative San Juan:
Creative San Juan is a working platform from the months
of July and August of 2014, but also plans to serve as a
hub from which strategies can be translated into tangible
projects. Santurce, considered “the heart of the new San
Juan”, will become the location for the Center for Innovation
and Development of the Creative Industries (CIDIC), as well
as the ongoing epicenter of creativity that will spread from
San Juan to the rest of the country.
About PRCEI:
The Puerto Rico Creative Economy Initiative (PRCEI) is
a non-profit organization established in 2011 by Ricardo
Burgos (entrepreneur), Sofía Stolberg (economist), Ernesto
Cruz (academia) and Dyanis De Jesús (design manager).
PRCEI advocates the importance of fostering the activities
of creative and cultural industries as principal drivers of
economic development for Puerto Rico through research,
education, awareness and key partnerships. The aim is to
become the platform that will enable knowledge creation
and collaborations to support the development of a creative
economy.
Photo Credit:
Jason Minyo
In the photos:
Ricardo Burgos, Dyanis De Jesús, Sofía Stolberg, Ernesto
Cruz, Mariana Ortíz-Reyes, Albith Delgado
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THE NEW TENOCHTITLAN
By: Carlos Mota

2.

1.
In the early 14th century a shaman had a vision
of a glorious city, which would be built where
an eagle was seen perched on top of a cactus,
devouring a snake. This would begin an exodus
from what is now New Mexico to central Mexico,
where in 1325 that vision came true. The city was
named Tenochtitlan. Today, that city is known as
Mexico City, or El D.F. as natives call it.
Consisting of 16 districts, 1,775 neighborhoods
and 22 Million people, Mexico City is considered
one of the world’s most chaotic and diverse
‘mega cities.’ For decades, this chaotic ‘mega city’
has bordered on instability and its inhabitants
have experienced fear and inequality due to
the ongoing drug wars, which recently made
their way to the capitol. This near instability
has tested the citizens’ resolve and out of that
came a progressive movement, which has taken
hold in ways that few could have predicted.
Mexico City has a new phase of its history in

3.
sight as a combination of social reform eﬀorts,
environmental initiatives, and new government
programs are coming to fruition under the new
administration of Mayor Miguel Angel Mancera.
For many years government agencies have
approached the city’s challenges with
conventional solutions or with remedies that are
simply informed by cost and time constraints.
Under this type of model, traﬃc congestion
has been addressed merely by adding lanes to
roads; housing problems have been responded
to by simply relocating lower income residents
to less desirable sections of the city. Both of
these measures have not been able to confront
the fundamental problems causing the issues.
As a result, the new Mayor elect has decided to
find solutions to decades old problems such as
congestion, environmental sustainability, and low
income housing with a new formula.

This cutting-edge approach will be inclusive,
looking to the people of Mexico City to get
involved; it will utilize the city’s creative
community to find innovative solutions to
these age old challenges. Mexico City’s creative
community is well positioned to take on this role
as the city currently ranks as the eighth largest
urban economy; a steadily climbing eight percent
of which comes from the creative industries.
This percentage is significantly higher than the
5-6 percent average found worldwide. With half
of the population under the age of 26, the new
administration hopes to pull fresh ideas from its
youthful constituents. Tapping the community,
creative sector, and youth of Mexico City, the
government aims to act as a mediator with civic
innovation playing a key role. Civic innovation
involves facilitating collaboration between
government and society to create real, diﬀerent
solutions that work. The idea that the government
can speak on behalf of the people, but also
speak in conversation with the people has been
absent from Mexican society; however, the new
administration has finally inspired a dialogue
between its citizens and their government.
Mexico city’s cultural heritage continues to
inform its creativity and its ideologies. The city
becomes a space where indigenous flavors and
arts are captured by viewers holding iPhones
and tweeting about their experiences. It’s here
in its cultural heritage, that Mexico City’s distinct
identity comes through. Since the 1970’s, multiple
cultural centers were set up throughout the city
to educate its citizens about their heritage. Most
of these centers were used as gallery spaces and
museums. These same centers can help to evolve
that sensibility for cultural awareness into an
instrument for policy change. Culture and civic
innovation have been combined to inform a new
government project known as El Laboratorio
para La Cuidad, which is being spearheaded by
Gabriella Gomez-Mont who is a local artist and
documentary filmmaker.

With the help of the new administration and
other professionals, El Laboratorio will look to use
the cultural centers as hubs to experiment with
potential city initiatives. These hubs will serve as
incubators for designers, artists, and architects,
where they can work together on local challenges
and get immediate feedback from the community
around them. In this plan, El Laboratorio is
using art and culture as a strategy for thinking
diﬀerently about Mexico City’s challenges. The
rich cultural heritage of the indigenous people
of Mexico have influenced its evolution and
will hopefully be a great part of its future. It is
possible that the same instability, which has
historically been a barrier to progress, can also
become its main motivator.
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