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about the socio-economic impacts generated by cultural 
activities, through a co-creative research partnership with 
four arts organisations in Britain and Brazil. Paul Heritage and 
Leandro Valiati took the first steps towards building a system of 
multidimensional indicators that can calibrate, identify, record, 
and disseminate elements derived from cultural practices that 
seek to make real and transformational change within the 
contexts where they work.  
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SUMMARY

Between July and November 2019,  
Paul Heritage and Leandro Valiati invited Agência 

de Redes para Juventude (Agency of Youth Networks, 
or the Agency) and Redes da Maré (Maré Development 

Networks) in Rio de Janeiro, Brazil to co-create a programme 
that would enable young artists and cultural producers (under 
twenty-nine) to develop innovative social technologies and 
methodologies to measure the socio-economic impact of 
their own cultural production. Forty young people working in 
cultural and artistic projects in peripheral urban territories 

(including favelas) across the Rio de Janeiro metropolitan 
area participated in the programme. This publication 

presents the result of those young people’s 
enquiries into the impact of their own arts 

initiatives within their communities. 
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“I never knew I was so fucking good!” exclaimed 
Maria2 when I asked her what she had discovered 
on the Relative Values II programme. Through 
interviews with participants on the arts project she 
herself has set up in the community where she 
lives, Maria had understood the impact of her work 
on other young people. The metrics which she 
and thirty-nine other participants on the Relative 
Values II programme had created had enabled 
Maria to calibrate the benefits of her project for 
individuals and for the community in which it takes 
place. She had learned to measure the value of 
what she did, and to see in the numbers and graphs 
of the evaluation that her art was worth so much 
more than she ever knew. But however much we 
might want to believe in Maria’s power as an artist 
for good, we should also pay attention to her friend 
Mario, who told us that what he had learnt on the 
programme was to question his secret belief in the 
artist as superhero. 

When Mario and Maria began the Relative Values II 
programme four months earlier, there had been 
little enthusiasm from any of the participants. 
Leandro Valiati and I struggled to persuade forty 
young arts and cultural practitioners from over 
thirty different peripheral territories – favelas – 
that evaluating the impact of what they did would 
be beneficial to their practice. Given the daily 
challenges that each of them faces in maintaining 
and developing their projects, it was difficult for 
them to see how the research activities we were 
proposing had any relevance. That they agreed 
to embark on the journey with us at all was 
due to the powerful endorsements that Eliana 

PAUL HERITAGE 
IMAGINING THE VALUE OF CULTURE  

2 Names of participants have been changed in this section.  
3 Mariana Mazzucato, The Value of Everything: Making and Taking in the Global Economy, London: Hachette UK, 2018. p20.
4 Adam Smith, The Wealth of Nations, New York: The Modern Library, 1776. Book II, Chapter III.

Sousa Silva (Maré Development Networks) and 
Marcus Vinícius Faustini (the Agency) gave 
to the programme in the opening session. The 
young artists/activists sat through our lectures on 
economic theory and evaluation, but not quietly. 
They asked searching, perceptive questions. 
Engaging actively in workshops on indicators 
and statistics, they robustly refined the research 
instruments which our team presented and 
radically shifted the focus of what we proposed 
to count. If, as one of them later commented, 
evaluation is like holding a mirror up to our 
imaginations, then it was clear that what these 
cultural practitioners imagine is very different 
from what the rest of society has come to expect 
from art. They are looking to see transformation. 
We hope that in some small way the research they 
undertook on this project has helped them to see 
what before they could only imagine. 

To research is to doubt but it is also to choose. It 
is an act of listening but also of expression. This 
report gives an account of the discoveries of forty 
young research pioneers from the favelas of Rio de 
Janeiro as they sought to look beyond the standard 
but reductive statistics by which the creative 
economy is measured and governed. As one of 
the participants commented in the final workshop, 
research is an invitation to go beyond what you 
know the world to be. For all of us on the team 
which created the Relative Values II programme, 
these young people have led us towards an 
economic understanding that is shaped in hope, not 
in fear3 demonstrating that the arts are a productive 
form of labour which add value to our society4.
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Opening scene: Manchester, 1857. John Ruskin, with his 
Roman nose and deep green eyes, is wearing a glamorous 
frock coat5 not really befitting the summer in the grey 
industrial city. He crosses St. Peter’s Square6, striding over 
the same stones that had been drenched in blood thirty-eight 
years earlier during the Peterloo Massacre. Armed against 
the ultraliberal Manchester economic school with a single 
sentence by the poet John Keats “A thing of beauty is a joy 
forever”7, Ruskin’s plan is to travel through England’s industrial 
cities giving lectures on the value of culture. He has a single 
goal in mind: to show the quantitativist world - addicted to 
seeing progress only in the increase of production (what we 
have come to call gross domestic product, or GDP) - that the 
political economy of art has an essential value for economic 
development. The perfect economist, for Ruskin, has food and 
flax in her right hand, and the purple and the needlework in his 
left8. In other words, useful food and clothing on the one side, 
and joyful splendour and beauty on the other are both basic 
needs for full and constantly evolving human well-being. 

Second scene: Petrópolis, 1857. Brazil’s emperor, Dom 
Pedro II, in an anachronistic tail-coat, opens his luxurious 
summer palace to escape the heat of the city of Rio de 
Janeiro and the brutal credit crisis of the coffee industry. 

Third scene: Petrópolis, 2019. One-hundred-and-sixty-two 
years later, forty young people from different peripheral 
territories across the city of Rio de Janeiro are spending four 
days discovering ways of showing how their work produces 
multidimensional economic value. They make a living but 
also create something of greater value: flax and splendour. 
Making art for a living can also produce a “joy forever”. 

Following in the footsteps of Ruskin, but also in the steps 
taken to create the Relative Value methodologies with four 
arts organisations in Britain and Brazil9 this programme 
attempts to understand how art functions as a propeller  
of economic development. 

LEANDRO VALIATI 
ART AND CULTURE FOR ECONOMIC DEVELOPMENT 

Relative Values invokes an essential value that is shared in art 
and economics: co-creation. Putting to good use the megatons 
of energy of forty young artists and producers from Rio’s most 
vibrant territories, we introduced new lenses for them to view 
their work. Through a process of mutual exchange, they created 
multidimensional indicators of the impact of art and culture in 
everyday life in specific territories: indicators of the impact of 
their work on individual as well as on communitarian well-being. 
Together we devised practical tools for 40 creative makers to 
measure the socio-economic development produced by them 
through art and cultural initiatives. 

Art and culture are human accomplishments, essential to the 
progress of societies in terms of well-being. Development - 
 measured in terms of individual and collective well-being - 
should be the ultimate purpose of economic decisions. What 
is difficult in myopic times — be they in nineteenth-century 
Century Manchester or contemporary Brazil — is to create 
measurements by which society can understand this value.

The potency of this work is in the wealth of lenses that we can 
use: the diverse ways of looking at arts and cultural production 
within specific territories. The thoughtful gaze of each one 
of the forty participants produced a revised set of indicators 
for Relative Values II, based on a range of variables, such as 
empathy, personal agency, well-being, social innovation, alterity, 
and inclusion, among others. Each of these is fundamental to 
determining socio-economic context and together to defining 
the field of economic science: the impact of human decisions 
and the constituent elements that motivate them at both 
individual and collective scales. An individual lens is naturally 
limited, but if several lenses are brought into play, they reveal 
the need to recalibrate our view of progress, development 
and well-being within specific social contexts according to the 
production, diffusion, and preservation of shared values. The 
research undertaken during Relative Values II produces evidence 
about how art and culture are strategic and essential vectors to 
achieve social development. 

5 Frock coat: knee-length formal men’s jacket, popular in nineteenth-century Britain.
6 Square located in the centre of Manchester, a city in northern England that had a central role in the Industrial Revolution of the end of 
the eighteenth century.
7 From John Keats’ original poem Endymion (1818): A thing of beauty is a joy for ever: Its loveliness increases; it will never Pass into nothingness
8 John Ruskin, The Political Economy of Art. London: Smith, Elder & Co., 1857. p.11
9 See Relative Values I at culturalvalue.org/ourstories/ourpractice.
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Understanding the impacts cultural organisations 
are able to produce in their surroundings is an 
important step in studying and promoting the value 
created by culture. In peripheral territories, where 
the evidence for public policies is scarce, the work 
carried out by organisations and agents engaged 
in promoting social and individual transformations 
through cultural practices is particularly crucial for 
development. Acknowledging the importance of 
that work requires us to produce information that 
shows the relationship between these hyper-local 
cultural practices and the promotion of well-being 
in communities.

In 2017, four British and Brazilian organisations 
were invited to participate in a research study 
called Relative Values in which they co-created 
a methodology to measure the value of arts and 
culture production in vulnerable territories. Over 
eighteen months, they produced a common set 
of indicators based on an understanding of the 
territories they work in referencing the operation 
of their own organisations in order to describe the 
impacts they generated.

Relative Values created methodologies that were 
used by the four organisations to reflect on their 
own practice, to show their socio-economic value 
and impact in grant applications and to engage 
with funders and policy makers. Relative Values II 
was created to share the learning from the original 
study in order to test and expand the means by 
which artists and cultural producers can measure 
the socio-economic impact of their work. 

INTRODUCTION

Relative Values II was produced by People’s Palace 
Projects in partnership with Maré Development 
Networks and the Agency. The aim was to 
debate definitions of cultural value and introduce 
research tools that could be used by young cultural 
practitioners working in fragile territories in Rio 
de Janeiro. The project’s goal was to strengthen 
the work of cultural agents from hyper-local 
arts organisations and to build their capacity to 
dialogue with cultural policymakers through a 
robust narrative of value, aiming to support the 
development of creative economy initiatives that 
generate social impact.

Forty young cultural agents from nineteen 
communities (favelas) in the Rio de Janeiro 
metropolitan region were selected to participate 
in the pilot project. All of them work in projects 
in territories that are subject to high rates 
of violence and low levels of socio-economic 
development. The selection process was led by 
Maré Development Networks and the Agency. 

The participants learned about research 
methodologies which they had the opportunity 
to put into practice, collaborating on the 
development of questionnaires, applying them 
in fieldwork and working with researchers in the 
analysis of the data collected. They were organised 
into four ‘hubs’, which strengthened the network 
of cultural and creative agents involved and which 
remained active after the end of the project.

This report details the pathways and results of this 
project, from the profile of the participants and 
their projects and the stages of immersive training 
and data collection to the final results achieved 
with the efforts of the hubs.
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MARÉ  
DEVELOPMENT  

NETWORKS   
 is a civil society institution that produces 

knowledge and develops projects and actions 
to ensure effective public policies to improve the 
lives of more than 140,000 residents of sixteen 
favelas of the Maré Complex in Rio de Janeiro. 

Maré Development Networks works along the five 
axes they consider to be structural to improve 

the quality of life and guarantee the basic rights 
of the population of Maré: art and culture, 
memories and identities, territorial devel-

opment, right to safety, and access 
to justice and education. THE AGENCY  

has been active since 2011 and  
developed a methodology that catalyses 

the potential of young people (fifteen-to-twenty-
nine-year-old) living in favelas and peripheral territo-

ries to transform their ideas through cultural  
projects. Conceived by Marcus Vinícius Faustini, the 

Agency is not a social project or a professional training 
course. For the young people who live in Rio de Janeiro’s 
low-income communities, it is an opportunity to invent a 
new place for themselves in the city. Their programmes 

develop the potential of young people, resisting a  
characterisation of them as only being socially  

vulnerable. They are recognized as creators, 
not just as the passive recipients of social  

interventions by other agencies.

PEOPLE’S PALACE  
PROJECTS (PPP) 

is both a research centre (at Queen Mary 
University of London) and an arts organisa-

tion (a National Portfolio Organisation of Arts 
Council England). In partnership with People’s 
Palace Projects do Brasil and with a range of 

other Brazilian cultural and educational organi-
sations, PPP brings together artists, activists, 

academics, and audiences for collaborative 
arts-based research projects that seek 

social transformation.
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Relative Values10 seeks to understand the 
relationship between culture and development, 
investigating the potential of arts organisations 
in terms of the way in which they create value in 
territories exposed to perceived vulnerabilities. 
Groups of multidimensional indicators are 
developed which set out to measure the effects 
generated by those organisations on individuals, 
on communities (often referred to as territories 
where the communities are place-specific) 
and on creative networks. The indicators are 
grouped according to how they address certain 
‘dimensions’ such cultural diversity, social capital, 
distribution of economic resources, agency, 
cultural engagement and creative skills.

RELATIVE VALUES: BACKGROUND

The main questions guiding the development of the indicators were:

How do 
artistic 
organisations 
create value?

Which 
dimensions 
do arts 
organisations 
affect in 
relation to 
their own 
participants, 
specific 
territories 
and local 
entrepreneurs?

What is 
the impact 
on social 
development 
produced 
by arts 
organisations 
operating in 
territories 
subject to 
multiple stress 
factors?

How can 
we measure 
the socio-
economic 
impacts 
produced 
by arts 
organisations?

10 See Relative Values I.
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The arts organisations participate actively and directly 
in the development of the questionnaires and the 
collection of data from their participants. After they 
are analysed, the data that is collected can be used to 
evaluate and identify the strengths and weaknesses 
of the organisation as well as being used in strategic 
ways for disseminating and promoting their work. 

Based on these questions, the conversations with the arts organisations  
led to the creation of the following indicators:

The experience of the original version of  
Relative Values not only reinforced the potential 
of arts organisations to measure the value of 
the social and individual transformation of their 
work, but also made clear the importance of 
obtaining coherent and robust evidence. 

CREATIVE 
NETWORKS 

Identification of creative 
networks

_
Access to creative 

networks

TERRITORIAL 
TRANSFORMATION ON 

TERRITORIES 
Infrastructure

_
New business 

_ 
Re-signification of unused or abandoned spaces 

_ 
Improvement in the use of public space

_ 
Access to cultural spaces 

_
Community engagement 

_
Creation of new social spaces

_ 
Safety in public spaces

_
Improved perception of the territory

_
More positive description  

of the territory 

THE 
INDIVIDUAL-
TERRITORY 

RELATIONSHIP 
Access and mobility

_
Living space

_
Perception of social reality

_
Identification and 

belonging

ARTS AND CREATIVITY
Cultural democracy

_
Proximity to arts practices

_
Career in the arts: perception

_
Career in the arts: viability

_
 Individual cultural and creative asset 

_
Cultural engagement

_ 
Creative skills

PERSONAL AGENCY
Reflexivity of the individual

_
Expansion of social capital

_
Social engagement/mobilisation

_
Expansion of perspectives

13Beyond Exchange



How does the concept of 
territory help us to think about 
culture fragile communities?

We use the concept of territory 
to draw the aesthetic, political, 
and ethical outlines of culture. 
Thus, But it is not only a 
question of place, but also of 
the people who live and work 
there. How do they live? What 
are their struggles? How do 
they resist and survive? It is 
a definition of culture that 
draws attention to issues that 
are specific to a place but 
that will also help us to think 
about one territory in relation 
to other territories. To think 
about culture in this way is 
to consider how art dialogues 
with issues that are specific to 
that territory and to reflect on 
the social policies and creative 
processes with which local 
artists are engaged. 

How is culture perceived and 
produced within a specific 
place? How do people develop 
themselves through the fact 
that this is the site where they 
make art? Taking territory as our 
central concept is a sign that 
we are demarcating boundaries 
but also interrogating them. We 

INTERVIEW WITH ELIANA SOUSA SILVA 

position our work in relationship 
to other factors that are both 
intrinsic to and external to 
that territory. Thinking about 
and marking out a particular 
territory is thus always done in 
relation to other territories and 
to the city as a whole. When we 
draw attention to the culture 
of peripheral, fragile territories, 
it’s a way of affirming that there 
is culture there, and that that 
culture exists in relation to the 
arts and culture that others  
are producing. 

The importance of data in the 
formulation of public policies 
is widely recognized, albeit not 
always appreciated. How can 
gathering evidence help groups, 
organisations and cultural 
collectives develop the socio-
economic improvements they 
bring to the territories where 
they act?

The production of information, 
knowledge and data is extremely 
important, both for public 
policies and for the success of 
the projects themselves. Usually 
there is less investment in the 
research and development 
stages where you seek to learn 
more about a territory in order 

to implement a project. To 
produce data is to measure 
impact, whether in economic 
terms or in relation to individual 
trajectories. Social projects 
have a dimension that should be 
understood from the point of 
view of impact. 

Producing accurate data about 
creative production in favelas 
and peripheral territories 
can help us understand and 
influence public policy. Policy 
is about making choices, which 
is especially important in a 
country where arts funding 
is not a priority and is also 
extremely unbalanced. In the 
wealthy Southern Zone of 
Rio de Janeiro, for instance, 
state maintains a significant 
number of cultural venues that 
maintained by the state, while 
in most peripheral communities 
there are no cultural centres, 
libraries or any sort of venues 
that creates and nurtures 
culture. Research offers us the 
chance to review and rethink 
how that has come about. 

One of the main concerns 
among the young artists who  
participated in this programme 
was to understand exactly who 

(Director of Maré Development Networks: project partner for Relative Values I and II).
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were their target audience 
for their work. Do you think 
having more information about 
an audience influences the 
creative process?

Producing data and analyses 
about an audience helps us to 
adapt our work and to establish 
a dialogue with the territory, 
which isn’t often omitted in the 
production of artistic and cultural 
activities. Research in this field is 
very complex, because we don’t 
have a tradition of looking at 
culture as a social phenomenon 
that needs to be reflected upon 
in relation to the contexts in 
which it takes place. Having more 
information is important if we are 
to think about what is relevant to 
an artist as they prepare a creative 
process within a particular 
community. It’s important to 
know the audience and think 
about how to target them for the 
project you want to create. 

The young artists who took part 
in Relative Values II were able 
to reflect on the importance of 
this dialogue with the territory, 
which is a crucial element of their 
training as artists and activists, 
individually and in collectives. 
That may make a real difference 

to the choices they make in 
terms of artistic creation and also 
in how they lead and produce 
their projects, with a view to the 
sustainability of what they do.

Are there alternative ways to 
ensure the sustainability of art/
culture projects?

It is complicated to think about 
the economic sustainability 
of cultural projects in areas 
like favelas where there are 
no public policies set out for 
most aspects of life. In the 
Brazilian context, art and culture 
are not recognised as rights 
that should be guaranteed 
through public policy. There 
is an unequal distribution in 
terms of resources but also in 
terms of access to the city. 
Residents in wealthy or middle-
class areas have privileged 
levels of access in relation to 
people from peripheries. An 
important issue in the field 
of economic sustainability is 
the need to develop research 
and information about how 
cultural projects are created, 
how people organise themselves 
to develop and carry them out 
in the absence of government 
support. The biggest challenge 

is to understand how those 
processes can sustain themselves 
over time, how they can become 
more complex and develop 
themselves, and how they can 
take on a life of their own.

To consider the ways in which 
cultural projects can sustain 
themselves in favelas and 
peripheral territories, we need 
to address the need for an 
interface with other fields, 
such as the development of 
a circular research ecology, 
diversification of communication 
networks, increased fieldwork 
about questions of memory and 
identity, and greater emphasis 
on environmental issues. We 
need to develop projects that 
address these interconnected 
issues and try to conceptualise 
culture as a priority for creating 
those projects, whether they 
are structural, aiming to drive 
changes that need to happen 
somewhere, or whether 
they aim to make activities 
sustainable. Collaboration leads 
to sustainability and establishes 
a process by which local groups 
create a collective movement 
to demand from governments a 
right to their own culture, which 
is their right to exist.
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INTERVIEW WITH MARCUS FAUSTINI 

Why and how do use the concept 
of territory to think about culture 
in peripheries?

Territory is a shifting concept 
used as much by military generals 
as by geographers. It is used 
symbolically by historians as well as 
art critics because it is a concept 
that is constantly in flux over time. 
Because it’s a geopolitical concept, 
territory is not a concept that is 
external to culture but it also isn’t 
something that is formally rigid so it 
can be observed in different ways.

When we talk specifically about the 
relationship between culture and 
territory, it should be perceived 
as a political instrument that gives 
voice to a generation that uses 
culture in their communities on 
the social peripheries of the city to 
gain visibility and generate public 
policies. It is a relationship that is 
being articulated on the diverse 
platforms of public opinion as well 
as through academic research. 
Young political agents are starting 
to make art and politics based 
on a consciousness of their own 

situation in peripheral territories. 
Thus, the concept of territory 
emerges as a political voice to 
demand a place for that generation 
in the public debate. But it is also 
an aesthetic act that produces 
creative procedures that range 
from listening to the stories of 
local residents to thinking about 
cultural spaces that need to be 
built in their communities. It is 
also about the individual role of 
artists, collectives and activists in 
the construction of identity and of 
social representation. Therefore the 
concept of territory has multiple 
uses: one of which is as a political 
voice that demands attention. 

The concept of territory breaks 
down the idea that there is only one 
kind of non-elite or non-erudite 
culture: that which has traditionally 
been characterised as working-
class, Marxist, or folkloric. It reveals 
the diverse trajectory of artists not 
privileged by the dominant system: 
from poets who sell candy on the 
train to the graffiti and street dance 
collectives trying to get onto ‘the 
scene’. They each demand a place 

for the periphery. What’s more 
interesting to me is to observe 
the potency of the uses of the 
concept of territory. When you 
look at territory from the point of 
view of power it means control, but 
from the point of view of culture, 
territory is liberation.

One of the main concerns among 
the young artists that participated 
in this programme was to 
understand exactly who were their 
target audience for their work. Do 
you think having more information 
about an audience influences the 
creative process?

I wouldn’t try to learn only about 
my audience. Rather, I would try 
to learn about the territory and 
the people who are not coming to 
us. I can deepen my knowledge 
about those who are already close 
to me through workshops, events, 
and performances. I am more 
concerned about knowing who’s 
not coming, and why they’re not 
coming. How can we connect with 
those people? When you try to put 
yourself in the position of those 

Marcus Faustini is a Brazilian theatre director and the founder-director of the Agency
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who don’t engage with your work, 
it says a lot more about how you’re 
perceived. Focusing on those who 
are already your audience – on 
those who know you – can limit 
the evolution of your project. 
Those who have no interest in 
finding out who’s not attending 
their artistic activities won’t 
survive in the territory where 
they are operating. One thing is 
the community you create and 
maintain with your experiences 
and practices, with your 
identification and co-creation, but 
the concept of territory goes far 
beyond any concept of community 
that you will have created. It’s no 
use building communities based 
on identity, because identity is 
personal and changes over time -  
it is never static.

Are there alternative ways to 
ensure the sustainability of art/
culture projects?

There is a marketing challenge 
when you seek partners who align 
themselves with your discourse, 
especially in relation to the 

population and territory you 
are working with. Distribution  
is a great way to make money 
nowadays. All over the world, 
I see people very interested in 
consuming products from a given 
region, so it’s very positive if you 
manage to produce “regional” 
materials that are easy to circulate 
out of your territory through 
tours, festivals, etc. Another 
alternative is to create products 
that can be consumed digitally. 
There are now countless platforms 
that pay according to the number 
of views, and not only for the sale 
of products. Artists, collectives 
and cultural producers that are 
work with hyper-local fragile 
territories still need to prepare 
themselves better to produce 
more in the digital realm, as a way 
to monetise their work. The digital 
sphere has become a fertile ground 
for discussing and creating art.

Some of the participants on the 
Relative Values II programme 
run projects that rely on their 
audience’s spending to survive. 
How do you see the organisation 

of those projects in fragile 
territories? And how can that 
format achieve economic 
sustainability?

You can’t focus on one event 
only. It’s important to diversify, to 
think about alternatives for sales 
and distribution. To think about 
smaller editions, and also bigger 
ones, to create clubs, and be sure 
to focus on a continuous daily 
effort. No-one makes money with 
only one event each month. You 
need to “open your shop” everyday 
at seven in the morning. But I 
don’t know think survival is about 
getting the people who live in the 
territory to pay to participate in 
your event/fair/project. I think the 
solution is to turn the people in 
the surroundings areas into assets 
for your project: to use them as 
part of your narrative. To think 
about territory is to go out of your 
bubble and to avoid just looking at 
yourself. Few of us are able to do 
that at the moment. 
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RELATIVE VALUES II: 
A METHODOLOGY



Forty young people and a challenge: how to 
introduce them to the world of applied research 
investigations? The production of new data and 
evidence – whether through the humanities 
or the sciences – is important to all aspects of 
our lives and has a fundamental role in planning 
the way in which the public and the civil sphere 
are governed. In the context of the peripheral 
territories of the city of Rio de Janeiro, the 
pursuit of accurate information and more 
granulated knowledge has an even more central 
role given the processes of marginalisation to 
which those places are subjected. They are 
made peripheral by their distance from public 
investment and in their absence from public 
policies which guarantees their rights. Research 
tools and the knowledge of how to apply them 
are an important resource for artists, cultural 
agents and civil society organisations wanting to 
show the value of what they produce in fragile 
territories. The Relative Value methodology is a 
form of co-creation to produce relevant data 
and coherent information through individual and 
collective action in order to inform debates about 
the territorial impact of art and culture

Relative Values II made a specific provocation: 
what can we know about how the impact of 
cultural projects in fragile and vulnerable 
communities in Rio de Janeiro? What do these 
projects say about the artists who run them and 
the territories in which they take place? What 
potential can be found in each initiative and in 
their collective action? Forty cultural agents and 
artists under-thirty years of age were invited to 
reflect upon the projects they have created and 
run: to think about the impacts they generate 
and to find out how to collect data that 
demonstrates those impacts.

IMMERSION

The journey started by taking the participants 
to another place: physically and symbolically. 
During a three-day immersion in a mountain 
retreat an hour’s drive from the city of  
Rio de Janeiro, the participants were given a 
shock-treatment training in the mechanisms  
of economic tools, research instruments and  
data analysis. 

The training was organised along three axes:

CONCEPTUAL DISCUSSIONS ON ART, 
CULTURE AND VALUE

Why art? By whom? for whom? How can  
the value of culture be measured? How can  
territory provide a conceptual framework  
for the implementation of cultural activities?

INTRODUCTION TO APPLIED RESEARCH

What are the differences between qualitative  
and quantitative research? How and why are  
each of them used? What are the advantages  
and challenges of each of them?with discussions 
about their uses, advantages, and challenges.  
The formulation and use of indicators for  
research was also discussed.

PRACTICAL EXERCISE

To test and put into practice the knowledge 
gained in the theoretical discussions
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HUBS

During the immersion training, the participants 
were divided into four groups or hubs in order to 
facilitate and organise their data collection and 
analysis. The intention was to discover cross-
fertilisation, moving beyond individual experiences 
to collective knowledge-creation. 

The hubs were organised around four themes 
identified by the participants:

Participants selected the hub they wanted to 
join and collectively named it before identifying 
the dimensions, challenges and potentials that 
they wanted to investigate. 

MONTHLY MEETINGS

After the initial training, each hub organised 
meetings to plan the data collection process and 
to agree how the information would be collected, 
analysed and presented. 

DATA COLLECTION

Each hub defined one questionnaire with 
closed questions to be used by all its members, 
using indicators that addressed the themes and 
questions they identified as important. Each of 
them then identified participants (and audience 
members) who were invited to answer the 
questionnaires for their own projects.

The sample for the application of the 
questionnaires was a group of participants - or 
members of the audience - for an arts initiative 
organised by each of the members of the hub. 
Respondents could answer in person or online.

The strategy for applying of the questionnaires 
included thinking about when and how to best 
get in touch with the respondents, adapting the 
questions for specific groups (children and online-
only projects) and organising support from other 
members within the hub.

The processing of the data was supported by the 
central research team.

HUB 4 | BODY

Visualising new possibilities for being in  
the world as “peripheral bodies” 

HUB 1 | CITY

Cultural initiatives that potentialise actions in the city

HUB 3 | NARRATIVE

The construction and expression of self 

HUB 2 | IMAGE

Memory and Representation 

11 

participants 

10 

participants 

11 

participants

6 

participants
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ANALYSIS

 Training

 Creation of hubs

Formulation of 
questionnaires with 
the support of the 

researchers

 Application of 
questionnaires

 Identification and 
narration of the 

impacts generated 
by the projects

IMMERSION DATA 
COLLECTION

Monthly meetings

Proposal: young cultural makers from the peripheries and favelas of Rio de Janeiro  
to formulate research instruments to collect impact data about their own  
arts initiatives.

When: between July and December 2019

SUMMARY OF THE METHODOLOGY

+ Ocupação Casa Rio + Workshop dados quantitativos



WHAT STORY  
DOES THE DATA TELL?



The projects are immensely potent. The data 
offers a series of images – populated by 
numbers, graphics and concepts – that suggest 
how we might systematise the rich narratives 
that each of the young participants has been 
constructing in their communities.

To tell that story, we organised the impacts into 
the following themes:

• Access to culture
• Personal well-being
• Generation of networks
• Relationship with the territory
• Socio-political engagement
• Diversity and inclusion

Each hub structured their questionnaires by 
choosing questions from each theme to be 
answered by the respondents (participants  
and audiences of their own cultural initiatives). 
When the data was collected, each hub decided 
the focus of the analysis. In this section, we show 
some of the stories that emerge from the data. 

9 - Dance

7 - Visual arts

8 - Theatre and perform
ance

6 - Music

HORIZONTAL ANALYSIS OF THE PROJECT 

Of the forty  participants that began the 
programme, thirty-eight successfully 
completed all stages. They come from different 
neighbourhoods of the city, the majority (71%) 
being from the North Zone of Rio de Janeiro away 
from the traditional cultural sectors of the city 
(Figure 1).

The participants are responsible for a diversity of 
projects across a range of artistic languages:
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The projects provoke different kinds of 
engagement: from ongoing activities with 
recurring participation (such as dance and 
painting classes) and activities that were 
repeated with different people (such as the 
poetry slams) through to projects in which 
people participate occasionally (such as theatre 
plays and art exhibitions). A total of 932 people 
were interviewed (Figure 2).

The respondents are mainly young people and 
cisgender women, but the expressive presence 
of transgender people, albeit small when 
compared to others, is relevant. Brazil is one of 
the most dangerous countries for transgender 
people, who are usually rendered invisible in the 
production of statistics (Figure 3).

Figure 4 shows the age range of respondents.  
A group of boys and girls aged between seven 
and twelve also took part in the research with 
the consent of their parents and guardians.  
They represented 2% of all participants. 

A strong territorial emphasis is evident in all the 
initiatives, with 84.7% of respondents indicating 
that the projects provoked changes in the 
neighbourhood in which they were  carried out. 
In general, the participating projects provoked 
reflections in their audience, mainly about 
the neighbourhood and issues of gender and 
violence (Figure 5).



11 An urban conurbation of 16 favelas with morwe than 140,000 residents.

FIG. 4_AGE
(%)

 FIG. 5_PERCEPTION AND REFLECTION OF ALL 
RESPONDENTS

(%)

FIG. 3_GENDER IDENTITY 
(%)

Cisgender 
men

Cisgender 
women

Transgender 
women

Transgender 
men

11,8

84,7

55,8
49,4

56,2

36,5

47,5

FIG. 2_TOTAL OF PEOPLE 
INTERVIEWED PER HUB

Hub 1
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Hub 2

59

Hub 3

383

Hub 4
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42,6

1,6
0,8

17

10,6 10,4
11,8

13-17
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neighbourhood

Reflected about their 
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Reflected on  
gender issues

Reflected on issues  
of violence

18-24 25-29 30-34 35-39 40+

Anchieta 1

14
Complexo  
da Maré11

1
Batan

3
Vila Kennedy

1
Copacabana

2  Costa Barros

1  Fumacê

2
Santa Cruz

1
Tijuca

6  Pavuna

1
Parque Fluminense 
(Duque de Caxias)

1
Morro da Providência

1
Méier

1  Guadalupe

1
Campo Grande

1  Cidade Universitária

FIG. 1_DISTRIBUTION OF PROJECT PARTICIPANTS IN THE CITY OF RIO DE JANEIRO
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WHAT WAS WERE 
EACH OF THE 
HUBS LOOKING 
AT IN THE 
RESEARCH THEY 
PRODUCED? 

The data presented here is only 
part of what was collected. The 
direction for the analysis was 
defined by the participants 
after they had access to all the 
data. They chose to emphasise 
what seemed most important 
and relevant to them, according 
to their individual projects and 
collective experiences. 



HUB1



The eleven participants of Hub 1 run eleven 
separate cultural projects12 that involve different 
themes and artistic languages: philosophy, 
sustainability, territorial mobilisation, sports, 
fashion, music, and dance. In most of the projects, 
audience engagement is occasional, such as at a 
cultural event, funk party, or cultural showcase.

Hub 1 applied a total of 383 questionnaires 
(online and on paper) to the participants of their 
projects. The respondents came from forty-six 
neighbourhoods in Rio de Janeiro.

The audience that answered the questionnaires 
was mostly young, with 89% of the respondents 
aged between thirteen and forty years old. 
According to 2010 data from IBGE, only 46% 
of the population of Rio de Janeiro belongs to 
that age group. In the sample of Hub 1, most 
people were aged between eighteen and twenty-
four (34% of respondents), while 12.5% of the 
population of the city of Rio de Janeiro belongs 
to that age group.

All other age groups are almost equally 
represented in the sample collected by Hub 
1: 12% of the people are between thirteen and 
seventeen years old (a figure slightly higher than 
the 9% that age group represents in  

Rio de Janeiro); 16% are between twenty-five 
and twenty-nine years old (higher than the 9% 
in Rio de Janeiro); 13% are between thirty and 
thirty-four years old (higher than the 8% in  
Rio de Janeiro); 14% are between thirty-five 
and thirty-nine years old (much higher than the 
7% in Rio de Janeiro); and 11% are forty or older 
(much lower than the 33% in Rio de Janeiro). 
Figure 7 illustrates these results.

In terms of gender identity, among respondents 
to Hub 1 the proportion of men and women was 
almost balanced, with a slightly higher number 
of women: 48% of respondents were women 
(46.4% cisgender and 1.6% transgender) and 
46.5% were men (45.4% cisgender and 1.1% 
transgender). 3.7% of respondents identified 
as non-binary, 1% selected other categories, 
and 0.8% preferred not to reveal their gender 
identity. By comparison with the official 2010 
census for Rio de Janeiro, the Hub 1 sample 
shows the same proportion of men (46.5%); a 
smaller proportion of women (48% compared 
to 53% on the 2010 census) and a greater 
proportion of respondents reporting themselves 
as non-binary, a category not offered on 
the 2010 census.  The gender profile of the 
respondents is illustrated in Figure 8.

AGE GROUP PROFILES AND FOCUS ON YOUNG PEOPLE AGED BETWEEN 18-24

Although the there was a majority of female 
respondents in the whole Hub 1 sample (48%), 
among the 130 respondents aged between  
eighteen and twenty-four, the majority of were men  
(55.5%, all cisgender). Women represented 38.5% 
of the respondents in this age category (0.5% being 
transgender). Non-binary people represented 2% 
of the respondents in that age group. A significant 
minority preferred not to say or did not fit into any 
of the other alternatives presented in the Hub 1 
questionnaire (see Figure 9).

On average, the people aged between  
eighteen and twenty-four said the experience of 
participating in arts initiatives helped to improve 
their self-esteem (average level of agreement: 
4.2); encouraged them to learn new things 
(average level of agreement: 4.2); and provoked 
reflections about life in general (average level  
of agreement: 4). To a lesser degree, there was 
also a perception that the cultural projects  
they participated in helped them to empathise 
better with other people (average level of 

[HUB 1]

12  For further information about the participants and their projects, see the final section of this publication.
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agreement: 3.8); and introduced them to different 
realities (average level of agreement: 3.7).

Seventy-five per cent of the Hub 1 respondents 
in the eighteen-to-twenty-four age group 
stated that participating in an arts project 

influenced the way they see the territory where 
it takes place. Seventy per cent were inspired to 
visit cultural sites in the same territory, and the 
same percentage were inspired to visit venues in 
other regions of the city.

STIMULATING THE LOCAL ECONOMY 

The projects of this hub had only occasional 
audience engagement (one-off cultural activities). 
33% of the respondents visited a local commercial 
establishment as part of their participation in the 

arts activity. 76% of the people visited food and 
drink businesses; 10% visited shops, newsstands,  
or pharmacies; 9% visited other cultural spaces; 
5% visited various services and establishments.

RELATIONSHIP BETWEEN THE EFFECTS OF THE PROJECT ON SELF-ESTEEM AND 
ON INTRODUCING PARTICIPANTS TO NEW REALITIES 

Regarding the level of agreement with the 
sentence ‘I got closer to a reality I didn’t know 
before’ (on a scale from 1 – Strongly disagree;  
2 – Disagree; 3 – Neither agree nor disagree;  
4 – Agree; 5 – Strongly agree), the average of 
all Hub 1 responses was 3.7: a positive response, 
but somewhat lower than ’Agree’ on average. 
Regarding the level of agreement with the 
sentence ‘the experience improved my  
self-esteem’, the average of the responses  
was 4, which corresponds to ‘Agree’.

These results show a positive correlation 
between getting closer to new realities and 
increasing the self-esteem of the respondents. 
Of the 383 Hub 1 respondents, the majority 
(252 people, or almost two thirds of the sample) 
agreed with the idea that the project brought 
them closer to a new reality – answering 4 or 

5 to this question. For this group, the average 
agreement score to the second statement, that 
participating in the project strengthened their 
self-esteem, was 4.3 - representing markedly 
stronger agreement than the average across  
the whole Hub 1 sample. 

Conversely, about one-fifth of the Hub 1 
interviewees (79 people) disagreed with the 
idea that the project brought them closer to 
a previously unknown reality, answering 1 or 2 
to this question. This subgroup of respondents 
also gave a lower average agreement score 
(3.5) to a second statement that the 
experience of participating in the project 
strengthened their self-esteem: although this 
group still demonstrated a higher than neutral 
agreement to the second statement.  
(See Figure 11.) 

[HUB 1]
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FIG. 10_ PERCENTAGE OF THE TOTAL OF THE SAMPLE THAT VISITS OR VISITED  
COMMERCIAL ESTABLISHMENTS DURING THE PROJECT 

33,2

66,8

NO

YES

Level of agreement  
with the sentence “I got  
closer to a reality I didn’t  

know before”

Number of  
respondents

Average of agreement  
with the sentence “The 
experience improved  

my self-esteem’
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FIG. 11_CORRELATION OF LEVEL OF AGREEMENT WITH THE STATEMENT  
‘THE EXPERIENCE IMPROVED MY SELF-ESTEEM’ WITH LEVEL OF AGREEMENT  

WITH THE STATEMENT ‘I GOT CLOSER TO A REALITY I DIDN’T KNOW BEFORE’ 
NB: 3 = ‘NEITHER AGREE NOR DISAGREE’; 4 = ‘AGREE’; 5 = ‘AGREE STRONGLY’
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HUB2



The ten cultural producers who formed  
Hub 2 were drawn from ten different arts and 
cultural initiatives with diverse languages and 
approaches,13 including writing, videogames, 
visual arts, graffiti, and photography. Two of 
the projects focused on children.

The group sent out a total of 206 questionnaires 
(online and on paper) to participants in their 
projects, across sixty-two neighbourhoods of 
Rio de Janeiro, cities in the Baixada Fluminense 
(Greater Rio), and beyond. 

Most of the Hub 2 projects took place in the favela 
complex of Maré. The distribution of their respondents 
across the city of Rio de Janeiro (Figure 12), shows 
the reach of the Hub 2 initiatives and their capacity to 
mobilise, demonstrating the way in which these projects 
impact on urban mobility for young people.  

Eighteen (8.74%) of the 206 respondents to  
Hub 2 were young people under eighteen years  
old, and who participated in two specific projects:  
Tile-making and the BoreArte Collective (Figure 14). 
The questionnaire was adapted so that it could be 
answered by their parents/guardians.

Hub 2’s projects engaged a group that corresponds 
precisely to the main victims of violence in Brazil: 
cisgender men, Black or mixed-race, under thirty-five 
years old (Figures 13 and 15). They represented 27% 
of the total sample and 61% of the cisgender men 
interviewed by Hub 2. The hub’s data analysis focused 
particularly on the responses of this subgroup and how 
they differed from average responses. 

Listening to music, writing, and watching films 
stand out as the most frequent cultural practices. 
The Black or mixed-race under-35 cisgender 
male subgroup reflects the same trends in cultural 
participation that are observed across the whole 
Hub 2 sample, with a slightly higher preference 
for watching films (95%) than among the general 
sample (87%) – see Figure 16.

When the Hub 2 members analysed cultural 
activities that require transport to access them, 

Black or mixed-race cisgender men under-35 were 
shown to report higher than average participation in 
almost all types of activity. Museum-going was the 
only cultural activity requiring transport which was 
less popular among this group, dropping from 1st to 
3rd in order of preference and engaging only 73%  
of this group by comparison to 79% across all 
respondents (Figure 17).

In this category of activities that require transport, 
we see that Black/mixed-race cis men under-35 
mostly attend once a month. Among these 
activities, the high attendance at community 
festivals, cultural events and activities (debates, 
small performances, pocket shows, street art, 
etc.) stands out (Figure 18). The importance 
for this subgroup of such events being free of 
charge, as well as having a close relationship with 
the communities in which they take place and 
addressing themes relevant to the participants’ 
lived experience, are shown by the Hub 2 data: 
when asked about the main limitations on their 
access to culture, this subgroup ranked money 
in first place (52%), followed by available time 
(45%), and access to publicity (38%). By 
contrast, the whole sample ranked available time 
as the most significant limitation on their ability 
to attend cultural activities (limiting 56% of 
respondents overall) with money in second place 
(limiting 47% of respondents overall).

Violence was only the fourth factor mentioned 
as a limitation by both groups, but it influenced 
the Black/mixed-race cis male under-35 group 
more than it did the sample as a whole, limiting the 
participation of 34% of this subgroup compared to 
29% of the whole sample (Figure 20).  

The most marked difference in responses by Black/
mixed-race cis men under-35 compared with the 
total sample was prompted by the question that asked 
what the art project inspired in participants. Seventy-
nine per cent of these young men indicated that they 
reflected upon problems in their neighbourhoods in 
comparison to 43% of the total sample, where it ranks 
fifth among the effects provoked (Figure 19). 

[HUB 2]

13  For further information about the participants and their projects, see the final section of this publication.
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FIG. 16_ENGAGEMENT IN CULTURAL PRACTICES 
(Respondents could choose multiple answers - %)

FIG. 20_LIMITATIONS IN  
THE ACCESS TO CULTURE 
(Black/Mixed-race cis males under-35)

FIG. 17_PARTICIPATION AT CULTURAL ACTIVITIES THAT 
REQUIRE TRANSPORTATION 

(Respondents could choose multiple answers - %)
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HUB
3



Hub 3 comprised eleven participants from eleven 
projects,14 which included ongoing participatory 
workshop programmes as well as performances.

The hub carried out 284 interviews with 
participants and audiences for the projects, 
who came from thirty-seven neighbourhoods/
communities across the greater metropolitan 
region as well as the city of Rio de Janeiro. 

The age profile of the respondents was varied: 
58.8% were under thirty – with 36.3% aged 
between eighteen and twenty-five – and a little 
more than 20% were over forty (Figure 23). 
The gender profile indicated a larger presence 
of women (58.1%) and a low representation of 
transgender people (0.8% including men and 
women). The same was true for non-binary  
and intersex people (Figure 22).

Most respondents identified themselves as 
Black (43.2%) followed by mixed-race (31.4%), 
indicating that 74.5% of the participants are 
considered of Black African origin, according to 
IBGE (Brazilian census) criteria (Figure 24). 

The questionnaire sought to discover if 
respondents wanted to return to the arts project 
they had experienced. They were also asked if they 
had at any time stopped participating because of 
the levels of violence in their neighbourhood, and 
whether the cultural/artistic experiences led them 
to change some aspect of their lives (Figure 25). 

Most of the 75% who said they had stopped 
participating in artistic/cultural activities because 
of violence in the neighbourhood were trans 
men, homosexuals, people aged between thirty 

and thirty-four, and people who identified their 
race as South-East Asian. Cisgender women 
indicated violence as a major problem in their 
cultural participation: 81.4% compared with 75% 
of the total sample. Statistics also show that 
77.1% of Black respondents pointed to violence as 
a prohibitive factor in their ongoing participation 
in cultural projects, while 80% of homosexuals 
identified it as an issue (Figure 26). 

When age is factored into the analysis, a 
different picture emerges: 93.3% of those 
aged between thirty and thirty-four have been 
prevented from attending cultural/artistic 
activities because of their perception of the risk 
of violence (Figure 27).  

Results also show that 86.3% of all respondents 
said they have changed problematic aspects of 
their lives as a result of their participation in 
cultural and artistic activities. When gender and 
sexuality are factored into the analysis, cis women 
and bisexuals score higher rates than the average 
for the total – 88% and 91.9%, respectively 
(Figure 27). 

An interesting point of this profile is that the 
age group that reports the most problems with 
violence is the same as the one which feels  
most inspired by cultural/artistic experiences. 
Those people who most indicate that arts 
activities are relevant for improving aspects 
of their lives are the same ones who feel most 
inhibited by violence to participate in them. 
Not only is violence curtailing people’s right 
to a cultural life, it is also hindering their 
participation in positive activities that  
promote individual well-being.

[HUB 3]

14  For further information about the participants and their projects, see the final section of this publication.
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Hub 4 was formed by six participants from 
six different projects who connected strongly 
with Black culture through hip hop, slams, and 
dance.15 The relationship with their participants 
mainly takes place through repeated 
participation in workshops/collectives. 

The hub carried out fifty-nine interviews with 
respondents from thirty-two communities.

The respondents were mostly young: 84.7% 
were under thirty years of age. The group with 
the largest representation was aged between 
eighteen and twenty-five – 40.7% (Figure 31). 
Results also show that 49.2% of respondents 
were men: 47.5% cis and 1.7% transgender. 
This compares with 45.8% of respondents who 
were cis women and 5.1% who were transgender 
women (Figure 30). 

Most respondents identified themselves as 
Black (64.4%) but white respondents were 
more highly represented than mixed-race 
respondents: 22% and 10.2%, respectively. 
Indigenous people represented 3.4% of 
respondents and South-East Asian people  
were not represented at all (Figure 32).

Small sample sizes and imbalances between the 
number of interviewees per project influenced 
the ethnicity result. The Hip Funk project 
conducted the largest number of interviews 
(19), collecting seven more responses than 
Slam Maré Cheia (12 responses), and nearly 
five times as many as either Via Light or Slam 
Afronta (4 responses each). White respondents 
represented 31.6% of the total sample, but 
46.5% of the Hip Funk sample, which illustrates 
the distortion. Therefore, to understand 
the race profile of the Hub 4 respondents 
accurately, we needed to look at the projects 
separately and use weighting across the  
six projects.

Via Light only had responses from Black people: 
the majority of respondents to SAAF were 
mixed-race.  Across the remaining four Hub 4 
projects, all had a substantially higher number 
of Black respondents, and more white than 
mixed-race respondents.  The small number of 
interviewees in general from this hub reduces 
our ability to draw conclusions from the data, 
because the smaller the sample size, the lower 
the confidence that the results reflect the 
actual profile of participation in the projects.

[HUB 4]

15  The projects were Hip Funk, Slam Maré Cheia, SAAF, ZOE, Via Light, and Slam Afronta. For further information about the participants 
and their projects, see the final section of this publication.
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WHAT HAVE 
WE LEARNED 

FROM 
RELATIVE 

VALUES II? 



In their feedback to the research team, the forty participants 
constantly returned to their fascination with the world of data 
collection, indicators, and evaluation that the project had  
opened up for them. They spoke of being stimulated to 
investigate, and how the quest to discover how their arts projects 
impact on others had, at the same time, awakened a new 
knowledge about who they are and why they make this work. 

Autonomy and protagonism are two concepts that 
emerge strongly in their responses about what 
the Relative Values methodologies brought to the 
practice of these young cultural agents and artists. 
By learning the tools of research and co-creating 
a means to measure change, they recognised that 
they are taking control. 

The participants talked openly about the challenges 
of applying the questionnaires, especially within the 
fragile territories in which they make their work. But 
they also identified that the learning they achieved 
through the methodologies of Relative Values can 
also be shared with the participants in their projects  
through the application of the questionnaires. 

“Self-knowledge was my outcome from the training. I didn’t 
realise I knew myself so little..[it] showed me the need to 
look at my horizons because we all have limits” 

Isabela

“The result was beautiful 
and rewarding; it’s 
so exciting to look at 
the data and see the 
numbers we make… 
[and become] aware of 
the impact we cause” 

 Gilson

“The process requires care; I applied the 
questionnaire to a class of women in an adult 
literacy context. It took me a little over an 
hour with the group and we were all happy 
when we finished. The happiness came from 
the exchange of knowledge and the open 
conversation about themselves and what they 
thought about life, as we discussed gender, 
living conditions, the world of labour and, of 
course, the world of literature ”

Mariane

44 Beyond Exchange



In devising their research questions and 
constructing the research instrument (a 
questionnaire), the forty participants in the 
programme were addressing the collective and 
individual issues they face as cultural practitioners. 
The feedback on the training often blurs with the 
data they have collected and analysed.

The chance to tell and to exchange their stories 
as artists and producers was at the heart of what 
the participants identified as their major learning 
from the Relative Values process. Although all of 
them work in such similar ways, with common 
aims and in territories which share so many of the 
same challenges across the same city, they have 
little experience of meeting and working together 
in the way we suggested. Collecting data from 
the participants in their projects and then 
interpreting the data to find what story it tells is 
the methodology that Relative Values is sharing. 
But it is also apparent from their feedback to us 
that the training in the methodology was also 
allowing them to acquire new ways of telling their 
own story. Exchange became the most important 
value that emerged from the co-creative process 
of the research training.

“What I take as the main aspect within this process was the exchange among 
territories; it’s very difficult for me as a favela resident to exchange with other 
favelas and peripheries, due to the constant violence of armed civilian groups, 
and that’s why this process has been a major milestone in my path as a young 
LGBT favela person”

 Matheus

“Exchange was the most worthwhile aspect. 
My role as a multiplying agent for culture, 
to be in contact with other multipliers, to 
listen to their stories and be able to tell 
mine, to craft questions and understand 
more about each project, to talk about 
things I hadn’t imagined before and that I 
discovered during the immersion; those are 
experiences I will keep for life and that will 
be of use for many other things.”

Sandro

“To see the creative potential of working in networks, to 
meet other young people who have been developing actions, 
to learn from their processes and to realize there is much 
more value and impact in each action we perform than we 
previously perceived”

Gabrielle

45Beyond Exchange



WHAT STORIES CAN BE TOLD USING THE DATA THAT WAS PRODUCED 
DURING RELATIVE VALUES II? 

The forty participants on the Relative Values II programme have collectively 
produced a unique dataset about the impact of cultural production in the most 
fragile and socially vulnerable neighbourhoods of Rio de Janeiro. With almost 1000 
respondents from more than sixty different communities, there is a statistical 
power to the reflections they produce through the research. Each of the hubs 
adapted the core questionnaire to focus on the questions that most motivated 
them in their research. While that might be seen to reduce the weight of the 
conclusions that can be drawn from the overall study, it allowed participants to 
pursue the investigations that most mattered to them, which is the motivation we 
all need when we undertake research. Despite the variations, a series of resonant 
stories emerge from the research data that has been produced. 

The research reveals the astonishing diversity of cultural production on the 
peripheries of Rio de Janeiro and its extraordinary reach across the city. While state 
and private funding for cultural venues and activities is tightly focused on a few 
neighbourhoods in the wealthy South Zone and business districts in the centre of the 
city, the data reveals that these young cultural agents are providing a rich itinerary of 
artistic production. In addition to being a cause for celebration, the research presents 
robust and valid arguments for public investment by identifying the measurable 
impacts that these cultural producers and artists are achieving. Their research 
presents cogent and coherent evidence about how the arts provides a stimulus to 
positive collective actions in relation to the problems faced by local neighbourhoods, 
as well as a range of identifiable health and well-being outcomes.

The granular nature of the data production allows a strong picture to emerge of the 
variables and differentials that demand consideration in the construction of public 
policy that will be relevant to those who produce and consume culture in such 
fragile and underprivileged communities. Intersections of age, race, gender, and 
sexuality are foregrounded in the research so that we can understand and reflect on 
the way in which they affect the benefits that arts and culture brings to individuals 
and communities of identity. Above all, though, the research argues for a territorial 
approach to understanding and developing the rich resources of cultural initiatives so 
that they can continue to bring quantifiable benefits to communities that experience 
multiple stress factors, which include socio-economic exclusion, high levels of 
violence, and limited access to cultural networks and institutions. 

For Isabela – one of the participants on the Relative Values II programme –  
this data tells ‘stories, our stories, days of glory’. For the rest of us, this data 
issues a challenge to ensure that what is glorious about arts and cultural 
production in these communities should be valued as an essential part of their 
socio-economic development. 

46 Beyond Exchange
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