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INTRODUCTION TO THE HIP HOP MULTI-MEDIA PROJECT
Through creating a multi- media performance, 14 youth came together to support
each other and to listen to each other’s histories, ideas, hopes and dreams for the
future. The Hip Hop Project was designed to bring together young people from
diverse, and perhaps unfamiliar, backgrounds with the aim of building understanding
and community between them as well as inviting them to take part in positive social
engagement. Some of the youth were new immigrants from Afghanistan,
Kyrgyzstan, Ethiopia, Sudan, and some were local Aboriginal youth. They were
between the ages of 14 and 20, and most of them lived in Winnipeg’s inner-city.
These young participants worked together with a group of adult mentors which
included: the CCAP artistic director, project coordinator, new media coordinator,
video intern, contracted artists in dance, rap, spoken word, visual artists, a high
school instructor, a tutor, psychiatric nursing student volunteers, the Winnipeg’s
Contemporary Dancers artistic director, sociologists, and research assistants.

Aims and Objectives
We wanted to design a project that was innovative in its methods in order to connect
with youth on many levels and to engage them in personal and social development
through multi-media arts training. The intensive training in the project brought youth out
for more than five months of commitment in which they learned and practised new skills
and completed a grade 12 high school credit course. Many of the youth were not
involved with any educational or community organizations at this time. The team of
adults who came to work with the youth were central in developing their trust levels and
in supporting the youth participants to complete the demanding training sessions. Our
intent was to foster a nurturing environment where the youth felt they could try out their
skills in front of others until they succeeded and where they could support their peers as
they moved through the process of perfecting their dance movements, lyrics, and
imagery.
The evaluation of the Hip Hop Project focused on determining whether the objectives
established for the Hip Hop Project had been successfully achieved. The six project
objectives for the youth were:
1. to increase in personal and social development and self-expression
communication through the arts.
2. to strengthen their ties/bonds to peers, adults, and community (intercultural)
3. to strengthen their attachment to school/teachers
4. to increase their attachment to the community
5. to increase their community/civic engagement
6. to seek alternatives to gang involvement and violence
More broadly, a successful project would mean that youth from diverse backgrounds
would develop the ability to support each other towards their mutual goal of staging a
successful multi-media performance; and that through this process, they would increase
their understanding, empathy, and knowledge of each other. A successful project would
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also mean that the youth would be able to respectfully present their histories, ideas,
hopes and dreams to a broad range of people, and reciprocally, that the audience would
respond with a greater understanding of the perspectives of youth and their value to the
community.

Approach and Structure
A key element throughout the Hip Hop Project was its participatory nature. Participatory
art projects have the capacity to bring forward the viewpoints of those who may not
typically have the access or methods to articulate their ideas and values and bring these
forward through a process of collective production with professional artists. In the Hip
Hop Project, another key point was to have an evaluation of the project that was also
participatory. Trained evaluators worked with the youth from the beginning of the project
and were there on a daily basis. The evaluation team documented the youth’s
interactions with and responses to the project through surveys, video and photo
documentation, and in-depth personal interviews.
We chose to use a multi-media performance project including photos, videos, film,
dance, poetry (rap and spoken word), and music as this offered the opportunity for the
youth to experiment with a variety of art forms and find ways that they were able to
express different aspects of their lived experiences. The high school credit course in
Global Issues was also an important part of the participatory process as it developed
the youth’s understanding of how their personal histories looked from a global
perspective and gave them insight into their peers’ experiences in other parts of the
world. These elements supported the youth to be able to understand and express their
stories through a global perspective. The artists in the project represented a broad
range of ages, cultural backgrounds, genders, and education; they were recruited based
on their artistic skill sets and on their capacity to communicate with and support the
youth participants.
The participatory arts process we chose to implement in the Hip Hop Project was based
on the history of earlier successful projects. One of the earliest documented successes
was the experimental 1967 Fogo Island Project of Donald Snowden where video was
used to document a dialogue within local communities and presented to local
governments as a means to express their concerns. Performative participatory projects
have been widely used in the UK and Brazil by organizations such as People’s Palace
Projects (PPP). PPP employs participatory theatre in projects based out of Queen Mary
University in London to build positive dialogue with youth who were living in
impoverished conditions and often engaged in violence and gangs. PPP’s theatre and
dance projects were so successful in developing positive relationships between
opposing gang members, prisoners, prison guards and government in Brazil that the
Brazilian government financially supported the work of PPP in 50 Brazilian states for
over a three-year period. The relationship between the performer and the audience in
these projects opened up a space to dialogue about difficult topics and resulted in some
positive solutions. In participatory projects, the youth’s input to the themes is forefront.
In this Hip Hop Project, the youth were inspired to develop their lyrics based on their
lives and through the discussions in the Global Issues course around topics, such as,
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child soldiers and environmental concerns. Some of the youth had been writing lyrics
prior to the project, but they did not have a focus to the ideas in the lyrics. The songs
and images were developed in similar ways in which the artists discussed ideas with the
youth and supported them to understand how to use visual and lyrical tools to bring
forward their visions.
This process invited the youth to go forward and articulate their ideas, and it
encouraged them to believe in their abilities and to contribute to the group. Many of the
youth were hesitant at first, but the process, which involved daily meals bringing
together the artists, the evaluation team and project support staff contributed to the
relaxed studio space and opened up the possibility for the youth to speak their minds
and learn from the artists about how to make their ideas stand strong and clear. The
youth learned camera skills, design, stage lighting and management, painting,
photography, and scripting. They had access to every part of the creative process and
took the lead in developing the concepts of the final production. The artists worked with
them at every stage to ensure that they reached their fullest potential with the films,
dance, poetry, and music. The following graphic in Figure 1 shows the project structure
and timeline.
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FIGURE 1

Structure and Timeline of the Hip Hop Project

200 Youth attend
workshops and
performances at
partners
April-Oct. 2008

10-15 youth are
selected for intensive
training
October-Nov. 2008

Intensive Multi-Media
Training for 14 youth
500+ Hours
Nov.2008-April2009

Global Issues
Course
6 youth attend
Nov.
2008-April 2009

Winnipeg Child
Public Performance
April 3 and 4, 2009

Youth Train Youth in
the arts
May – Aug 2009

Community
Events
10-14 youth
Nov. 2008-April 2009
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Partnerships
Our partners in the Hip Hop Project assisted with the recruitment of the youth and
provided ongoing support to the young participants. They also supported the Crossing
Communities staff to stay on top of the issues relevant to the youth’s daily lives. At
times, they supported the youth to attend and participate in the project. While there
were many partners in the initial phase of the project, two main partners were involved
throughout the 20-week intensive training, IRCOM (International Refugee Community
Organization of Manitoba) and NDINAWE youth resource centre. Crossing Communities
partnered with Winnipeg’s Contemporary Dancers (WCD) for the performance and
dance components of the project. The WCD provided space for dance workshops and
for the final performance in the Rachel Browne Theater and offered training to the youth
in stage management, production, and lighting. The WCD artistic director worked very
closely with the group to bring the final performance to professional quality.
The University of Winnipeg Collegiate partnered with CCAP to provide a high school
instructor to teach a grade 12 credit course in Global Issues for youth in the project, a
classroom, and media facilities.
Several funding partners supported the project through various phases of the project.
Our main funding partner was the Crime Prevention Action Fund of the National Crime
Prevention Strategy; they funded Phase 1 and 2 of the project, up to the final
performance on April 3 and 4th. Other partners came on during Phase 2 and 3 of the
project. The Winnipeg Foundation and the Winnipeg Partnership Agreement- Aboriginal
Youth Strategy made Phase 3 possible for the youth, who were in the intensive training
component, to be employed by CCAP to train other youth in the arts during the summer
months (May-August 2009).

PHASES OF HIP HOP PROJECT
Phase 1: August 2007-November 2008
Over 200 youth took part in music concerts as well as in music, art and dance
workshops throughout 2008. CCAP also travelled to the remote northern community
of Island Lake where 8 youth came out every day from 9 am to 5 pm for five days to
write, script, film and produce videos that described their experiences and spoke of
their desire for a better education. Throughout this phase, Crossing Communities
met with community partners including Rossbrook House, NorWest Community
Health, University of Winnipeg Collegiate, Ndinawe, IRCOM, Winnipeg’s
Contemporary Dancers, and Four Arrows Regional Health Authority.
Phase 2: November 2008-April 2009
Fourteen youth were selected for the intensive training in the second phase of the
Hip Hop Project. They participated in an intensive training schedule over a period of
20 weeks. The workshops took place on five evenings each week, Monday to
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Friday; the youth who were in the Global Issues course also attended workshops on
Saturday afternoons.
The criteria for selection of these youth were: a) their ability and willingness to learn
through the arts, b) their willingness to commit themselves for the 20-week period,
and c) their interest and ability to provide mentorship to other youth. The intensive
training phase included over 500 hours of training in arts production, one high school
credit course in Global Issues, and performances at the Rachel Brown Theatre on
April 3rd and 4th to highlight their achievements. (See video documentation of
performance attached.)
Phase 3: April 2009-August 31, 2009
After the multi-media performance in April, the youth went through a selection
process, and based on their participation in the intensive training and performance,
eleven of the youth were selected to be employed as trainers in the arts at Crossing
Communities. Of the 11 youth one dropped out and 10 young participants continue
to be trained in multi-media arts, conflict resolution skills, volunteerism, and other
education and job related skills. The youth passed on their training to other youth in
the community through performances and workshops in the arts in local community
centres and schools.

DESCRIPTION OF PROJECT COMPONENTS
1. Multi Media Training in the Arts:
The youth were introduced to artists and multi media through workshops in music,
dance, film, photography, painting, mixed media, and computer animation. Over five
months in more than 500 hours of training, the youth increased their skill levels in the
group workshops held at CCAP. Artists also worked individually with the youth to
understand what they wanted to express and how best to communicate their ideas in a
performance. The group had regular formal meetings to share their ideas and to design
the elements of the final performance collectively; as well, the group met informally with
staff and artists daily over dinner in the studio.
2. Participant Recruitment and Selection for the 20 week intensive training:
Throughout Phase 1 of the project, CCAP sponsored workshops at community centres
to get the word out that there would be more workshops available to youth who were
prepared to come to our downtown studio. In November 2009, youth from our partner
organizations were invited to CCAP to take part in studio workshops. The selection
process evolved over a one-month period with many youth stopping by the project to
take part between November to December. By January 2009, a stable group of 10 youth
participants were attending the studio workshops on a daily basis. Four other youth also
participated in the training but were not able to attend daily.
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3. Artist Mentors and Establishing an Environment of Trust in Crossing
Communities Art Studio:
The project was designed to create a safe, trusting, and comfortable environment for
the youth. CCAP selected a diverse group of artists, from different cultures,
race/ethnicities, ages, genders, and skill sets, who were open, compassionate, and
respectful. This was critical to the integrity and spirit of the objectives established for the
Hip Hop Project. Artists were also selected to teach in the project based on their
commitment to youth development and for their knowledge and sensitivity to relevant
cultural issues. Each workshop in the studio started with a meal between staff, artists
and youth where the group shared their daily experiences. These meals brought
everyone together in a family atmosphere. To protect the atmosphere of trust, “rules of
engagement” were developed in consultation with the youth and posted in several
locations in the studio.
4. Global Issues High School Credit Course:
A Global Issues course was taught twice per week throughout the project. A goal of this
course was to increase the youth’s understanding of current issues around the world,
for example, child soldiers. Another goal was to the increase youth’s awareness of the
backgrounds of their peers. The course was designed to provide a curriculum that the
youth saw as relevant to their daily lives and that also connected with the aims of the
project, that is, to develop the theme of the performance based both on the knowledge
gained from the Global Issues course and the youth’s lived experiences. The long-term
goal is that a positive school experience will contribute to their recognition of education
as having relevance to their life. The Global Issues course was taught in the art studio
for the most part with the lab component of the course taking place at the Collegiate at
the University of Winnipeg.
5. Public Performance:
The youth’s skill development came together in a final public performance at the Rachel
Browne Theatre. The group worked together to come up with themes where youth
highlighted their perceptions of their community and hopes for the future. Some
examples of the themes were: what it means to be an Aboriginal youth or the lived
experience of new immigrant youth, racial tensions and violence, and about how to
come together locally and globally to create peace. This provided an opportunity for the
community to see the youth’s values through their performance. A broad spectrum of
the community was invited to the public performance which was staged on two
occasions. On both days, the youth performed to full houses.
6. Points and Awards:
A system of points and awards was developed to recognize the youth’s efforts and
commitment to the project. Participation in the project was documented on a poster
board in the middle of the studio where youth noted their attendance and participation in
various activities in the project. The participants composed a list of items that they
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would like for awards, for example, shoes, hats, and movie tickets. Points were awarded
for participation and attendance, and these could be exchanged for items from the list.
This provided an opportunity for the youth to evaluate their own participation in the
project in a transparent and healthy competition. After the final performance, Crossing
Communities had an Awards Ceremony celebration to acknowledge each youth’s
unique contribution to the project.

INTRODUCTION TO THIS EVALUATION
WHAT WAS THE EVALUATION APPROACH?
This report is informed by the notion of a democratic method of evaluation. In such
an evaluation, participant involvement and empowerment is encouraged (Clements
2007, 325). Consistent with the democratic method is Participatory Action Research
(PAR) which we selected as a model to guide the evaluation of the Hip Hop Project.
PAR is an interdisciplinary methodology that “emphasizes both the participative and
action elements of research” and “integrates scientific investigation with education
and political action” (Dickson 2000, 189) In PAR, people are “full subjects,” not
objects to be scrutinized and “acted on;” moreover, they are active participants in
decision making, have the capacity to take action, and have ownership of the
knowledge and outcomes produced from the research (Dickson 2000, 189).
Miskovic and Hoop describe six central features of PAR that they adopted from
Kemmis and Wilkinson (1998). These are:
PAR is a social process whereby actors in an educational and social setting
learn how they are connected to social structures. PAR is participatory and
practical because the actors involved are not passive subjects, but rather,
active agents working toward social action. PAR is emancipatory and critical
as individuals examine and challenge the role of larger social, political,
economical, and cultural conditions that shape their identities and actions.…
Finally, PAR is reflexive because participants are encouraged to critically
examine their own role in research” (Miskovic and Hoop 2006, 271).
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FIGURE 2: EVALUATION MODEL FOR THE HIP HOP PROJECT

We adapted this Participatory Action Model developed by Flicker et al. (2008) to
facilitate the evaluation of the Hip Hop Project. There are four major elements of the
evaluation model: Multi-Media Hip Hop, Participation, Research, and Action. This is
a dynamic, interactive model in which each component drives the other elements of
the model.
The element of Multi-Media Hip Hop represents the youth development objectives
for the project. The element of Participation refers to the youth’s participation in all
aspects of the project, including the Global Issues course, as well as working toward
a final goal, the public performance. It represents the objectives of peer relationship
and community building. It also emphasizes the importance of youth being
empowered and having a voice through the art mentorship process. The third
element, Ownership, represents the artistic process and outcomes or products of
the intensive 20-week Hip Hop Project and includes not only the performance, but
the poetry, music, dance, and images created by the youth participants. It stresses
that youth have ownership throughout the artistic process to develop the lyrics,
dance, and images and that the final artistic production is based on their input from
its inception through completion. The assumption is that the youth participants have
agency, that is, the capacity to take action and promote social change in their own
communities. With positive development and communication with the broader
community through a public performance like Winnipeg Child, for example, the youth
can act as change agents in their own communities. The element of Research
represents the participatory evaluation process of assessing the outcomes,
successes, and the potential sustainability of the project. As a whole, each element
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depicted in the circle contributes to the development of a youth community building
model and youth-initiated alternatives to gang involvement and violence.

WHO PARTICIPATED IN THE EVALUATION PROCESS?
The PAR process for the evaluation of the Hip Hop Project involved collaboration with a
diverse group of team members linked to the Hip Hop Project in a variety of capacities
as well as the group of youth participants. We collaborated as closely as possible during
all phases of the evaluation process, although CCAP had certain challenges with
changes in the membership of the evaluation team throughout the project, attributable in
large part to the lengthy period of time over which the project unfolded. There was also
a division of research and project activities among the collaborators who had the
diverse skill set necessary to implement the Hip Hop Project.
Evaluation Team Members
The evaluation team was linked to the Hip Hop Project in a variety of capacities. Each
member contributed to the evaluation and had a unique role depending on their position
and time of participation in the project. (See the Appendix for Biographies of the Team
Members.) The evaluation team encouraged youth participants to have a voice in the
evaluation process through informal conversations with researchers and adult mentors.
We also held formal meetings with the youth for their input into the evaluation questions
and methods. We took care to ensure that youth had a full understanding of the purpose
of the evaluation and their role in the evaluation process. In addition, we provided a
detailed letter of introduction to the project for parents of the underage youth as well as
an outline of the evaluation questions for their review and approval.
The involvement of the participants in the interviews was strictly voluntary, and along
with the adult mentors at Crossing Communities, the evaluation team had several
meetings with the youth to explain the meaning of informed consent and their rights and
protections in participating in the evaluation. Through formal and informal one-on-one
meetings, participants and adult mentors were encouraged to give their opinion and to
make any changes to the interview questions. This was very helpful as some of the
language had to be changed to make it less abstract and more appealing to youth. For
example, there were interview questions about the youth participant’s values, and we
found that the youth were much more responsive to concrete terms like their “hopes for
the future” rather than to abstract notions of “values.”
While the adult mentors at CCAP spoke with the staff of our partners at IRCOM and
NDINAWE from time to time and asked questions about the impact of the project on
their clients, these partners were not formally interviewed for the evaluation. The adult
mentors and staff from CCAP had varying degrees of informal and formal input
throughout the evaluation process.
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WHAT WERE THE AREAS IDENTIFIED FOR EVALUATING THE
YOUTH’S EXPERIENCES IN THE PROJECT?
For the evaluation, the focus of the team was identifying the youth’s changes and
development in relation to the objectives of the Hip Hop Project. For the youth
participants, these six areas of evaluation included: (1) social and personal skill
development through the arts, (2) stronger peer and adult bonds, (3) increased
attachment to school, (4) greater community attachment, and (5) increased civic
engagement. For the project itself, the final objective that was evaluated was (6) the
capability of the Hip Hop Project to serve as a youth model for building community and
as an alternative for gang involvement and violence.

WHAT WERE THE METHODS OF EVALUATION FOR THE HIP HOP
PROJECT?
The chosen method for the evaluation was a qualitative participatory research approach
with in-depth interviews conducted with 10 youth participants who took part in the
intensive 20-week Hip Hop Project and 7 mentoring artists/instructors/staff. Babbie and
Benaquisto identify the strengths of qualitative research for its effectiveness in studying
“the subtle nuances in attitudes and behaviours and for examining social processes
over time. As such, the chief strength of this method lies in the depth of understanding it
permits” (2002, 324). The interviews were conducted by trained researchers at the
studio at CCAP. The interviews took place over two points in time for the youth, at a
mid-point and after the final performance at the end of the 20 weeks of intensive training
in April and May 2009. The interviews for the adult mentors took place after the final
performance between April and August 2009. While a qualitative approach was used to
capture the voices of the youth and their stories, there was some important quantitative
data that we collected from the preliminary youth survey and other CCAP documents,
such as studio and school attendance records.
The semi-structured interview schedule for the youth included a range of open-ended
questions aimed at gaining the youth’s impressions and ongoing accounts of their
experiences in the Hip Hop Project. These questions were designed to gain an
understanding of the youth’s perceptions of their own personal, social and artistic
development. There were also questions on their relationships with other youth and staff
at CCAP, their views on different components of the project, such as the Points System,
their thoughts and feelings about taking the World Issues course, and lastly their
experiences preparing for and participating in the final performance. These questions
were designed to measure any changes in the youth’s bonds to their peers and other
adults at CCAP, growth in school attachment, increases in community attachment, and
civic engagement.
The semi-structured interview schedule for the adult mentors paralleled the kinds of
open-ended questions formulated for the youth participants. They included questions on
their experiences working with the youth in the Hip Hop Project throughout the duration
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of the project, observations regarding any changes in artistic development, perceptions
of the youth’s educational development as a result of taking the Global Issues course,
views on the importance of the performance for the youth, and the capacity of the Hip
Hop Project as a means for youth to be active in decreasing gang involvement and
violence.

WHO WERE THE YOUTH PARTICIPANTS IN THE HIP HOP PROJECT?
The youth participants in this evaluation study were male and female youth between the
ages of 14 and 20. The youngest of these youth was 14 years, and the oldest was 20
years; most were 17 or 18 years old. The participants were new immigrants from
Afghanistan, Kazakhstan, Congo, Ethiopia, and the Sudan as well as Aboriginal and
Métis youth. The youth were living in Winnipeg, mostly from lower income families in the
inner-city. Approximately 60 percent of the youth in Hip Hop Project were not attending
school, and none of the youth had completed their high school education. Five of the
six youth who participated in the high school credit course were not currently attending
public school.
The membership in the intensive 20-week training evolved over the first months. Twenty
youth entered into the project in the first month, and 14 youth participated in the final
performance. Some of the youth participated in the mid-project interview but not in the
final interview, and some participated in the final interview but not in the mid-interview.
For the evaluation, only those 10 youth who participated in the mid- and/or end
interviews were included in the analysis. Where possible, we used the information
gained from the preliminary survey at the outset of the project for comparative purposes
in the analysis.

WHAT WAS THE METHOD OF DATA ANALYSIS FOR EVALUATING THE
OBJECTIVES OF THE HIP HOP PROJECT?
To some extent, we adopted Strauss and Corbin’s “constant comparative method of
grounded theory” approach to data analysis (qtd. in Allen 2000, 39) since our
analysis entailed an interactive and ongoing process of examining the data that
emerged from the in-depth interviews, returning to various literatures (social
control/bond theories and youth development literatures), and then re-examining the
data for various theoretical links. We used this approach in identifying patterns of
change and development for the youth participants for the six identified research
areas (artistic development, bonding to peers and adults, school and community
attachments, and civic engagement). Our PAR model advocates a more
participatory and democratic model of evaluation where participants have the
opportunity to give voice to their thoughts and feelings about their experiences in a
program or project. This method of evaluation reflects a shift from assessing
outcomes and social impacts strictly on the basis of “hard data.” (For a review of the
problems of social impact methodology, see Clements, 2007.) The strongest method
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of evaluation, a longitudinal methodology, was not possible as a result of the
constraints of costs and time.

WHAT WERE THE FINDINGS OF THIS EVALUATION OF THE HIP HOP
PROJECT OBJECTIVES?
OBJECTIVE 1: TO INCREASE PERSONAL AND SOCIAL
DEVELOPMENT THROUGH THE ARTS
The multi-media Hip Hop Project was designed by CCAP to increase youth’s selfexpression, communication, and skill building through art mentorship (See Figure 1PAR MODEL, left upper quadrant). According to Larson, arts and other youth programs
have the capacity to engage youth in “adult-like normative worlds that require adapting
to constraints, working toward goals, and receiving authentic evaluation of one’s
actions” (qtd. in Larson & Walker 2006, 246). The introduction of the Point System as a
component of the project to promote positive youth development reinforces a
foundational concept of experiential education, that is, “learning by doing with reflection”
(Larson & Walker 2006, 246). The incorporation of a final performance into the Hip Hop
Project was also designed to foster youth development. Where programs introduce a
“goal, product, or performance” for youth to work toward, they provide opportunities for
learning in the normative worlds of adults (Larson & Walker 2006, 246).
In order to evaluate whether there were any changes in the youth’s personal and social
development through art mentorship in the Hip Hop Project, we analyzed and made
comparisons where possible between the preliminary surveys, the mid and/or end of
performance interviews for the youth. We also studied the interviews with the mentoring
artists/instructors/staff. Youth development is defined in terms of increased artistic skills,
growth in self-expression/ communication, self-esteem/confidence, motivation, and the
ability to self-evaluate. In addition to the youth and adult mentors’ general perceptions of
youth development, we also examined the youth and adult mentors’ specific responses
to the Point System and to the final public performance. We felt that the Point System,
devised by CCAP as a tool to increase motivation and self-evaluation, would be useful
in assessing this objective. Similarly, we felt that the youth and adult mentors’ responses
to the final public performance offered another important source of information as it
required commitment/discipline, respect for others, cooperation and teamwork, problem
solving, and coping skills. For the discussion of the findings for this evaluation, we will
use the abbreviated term “adult mentors” to refer to the mentoring artists, instructors,
and staff who were involved in the Hip Hop Project.

What were the Youth Perceptions of their Artistic, Personal, and
Social Development?
Many of the youth were focused on developing their artistic skills together with peers but
without support/mentorship from community and adults. The preliminary surveys
indicated that a number of the youth did not have organized opportunities to develop
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their artistic skills and interests. One youth described this as “hang out, get together and
usually make tracks.…” (Youth Preliminary Survey # 2).
The youth narratives from the mid and/or end of performance interviews consistently
revealed that all of the youth perceived a significant degree of artistic, personal and
social development as a result of their participation in the Hip Hop Project. The findings
are discussed below under the indicators of youth development (defined above) with
generous samples of representative quotes from the youth and adult interviews.
Artistic Skills: One youth participant spoke of his talent and how he has become
more positive in his outlook on life. This youth’s recognition of his talent for
poetry and the discovery that he had a voice gave him a feeling of optimism
about his future. He explained, “It’s changed a lot of things for myself. I’m more
positive. I got to know a lot more people, and I feel like I've a new start…And seeing my
future, and what I want to do right now in life. [Pause] I have a talent and I shouldn't let it
go to waste…Oh, the poetry and the spoken words… and I have a voice…[I’m] seeing,
seeing what I want to do in life, being strong in my vision and looking more on the
positive sides of life” (Youth End-Interview # 6). Another participant learned that she was
a good dancer. “About myself, I am a good dancer. I never [felt] that before! Like, I just
thought it was fun, and I never really tried it that much but it’s really fun! ... I would like to
get, like, a job in something to do with dancing or singing or both (Youth Mid-Interview #
3).
Self-expression and communication: One youth participant felt that one of the
most important skills that he learned was communication, both in writing lyrics
and talking to people. He expressed, “Writing lyrics! That’s been my experience. Like
before I had less vocabulary to write English, and now I have more experience in
writing lyrics and… it feels good cause like I write it down pretty fast now….. I’ve learned
that I am a very, ah, communicative, talkative, yeah, like I like to talk a lot” (Youth MidInterview # 4). Another participant similarly identified the development in his writing
skills:
Well before I would just rap whatever comes to my head, whether it’s bad or
good, or whatever, just say anything, and now I write about a topic, you know. A
topic that…something that means something to me instead of just saying
whatever… Yeah.. like [writing about] my neighbourhood, for sure, my friends,
too. And like … you’d be surprised I think … like now I write about something that
they would be thinking about too. And they would be like, “holy s____ because
they were thinking about the thing that I write too (Youth Mid-Interview # 1).
This participant also observed artistic progress with his “making music.” He explained
that “... like we’re doing a project now, and before, like I would make music and make
music and make music, but it wasn’t doing nothing, and I wasn’t doin’ nothing with it.
And it was only going as far as I could take it, and I can’t take it far on my own. But like
the Hip Hop Project, it’s like ... it can take it somewhere for me (Youth Mid-Interview #
1).
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Self-esteem and confidence: Many of the youth described themselves as shy
initially, although they grew in confidence with their artistic skills. Others became
more aware of their talents and capabilities. One youth participant observed, “I was
shy… shy in front of crowds… I guess you could say I’m more confident for sure. [It]
makes me more confident doing stuff. Just getting out there and doing it…I never
thought I’d be able to write something and rhyme it…Making the track and actually
having it turn out to be good it makes me feel good (Youth Mid-Interview # 2). With the
growth in confidence, many of the youth began to recognize their potential and learned
greater self-discipline and to “push themselves.” A participant spoke of taking the skills
acquired at Crossing Communities home and how he began to practice these skills
outside of the studio. “I wanna, well, they taught me that, you know, I could do whatever
I want. You know, don’t give up …. “When I’m here, I learned to push, not to go
backward, and I learned that I’m not that much nervous than I used to be… I can do
anything!” (Youth Mid-Interview # 5). Another participant spoke of the pride and her
feeling of self-esteem that she derived from pushing herself to perform outside of her
comfort zone. “I didn’t think I was like actually gonna agree to doing it and like go in
there actually do it. I thought I was just going to chicken out because I am so used to
chickening out…nerve racking.. out of my bubble… but it’s good, glad I did it… it makes
me feel proud” (Youth Mid-Interview # 7). Another participant similarly felt that she
learned to push herself and to be “less nervous” (Youth End-Interview # 8). For other
participants, the increased self-confidence led to their setting certain personal goals,
such as, more education or obtaining a job. They felt that the experience of the project
gave them confidence to go forward and work toward their goals. “Well, the other
people, being there, the experience you know… And I think about where have I been
before, and I think it will help me because I went through it, and I completed it. I did it… I
don’t know how to explain it really… Hmm, maybe if, if I can do this, I can do other stuff.
That’s what I learned about myself. I did this. I could do some more (Youth EndInterview #1).

What were the Adult Mentors’ Perceptions of the Youth’s Artistic,
Personal, and Social Development?
All of the adult mentors saw remarkable self-development in the youth through
the Hip Hop Project. One adult mentor observed that many youth lacked access to
programs and that “having the direction of the mentorship of the artists that worked on
the project, particularly being able to go to an actual dance studio and work with actual
dancers in an actual dance theatre, you know; this was an opportunity for them to, to
really polish, and really perfect, and really understand how to develop a skill base in
those areas that they’re very interested in” (Adult Mentor Interview # 4). Another adult
mentor emphasized the considerable growth in the youth’s ability to take initiative in the
art process. She explained:

In the beginning, it took a lot of like pushing them into to stuff. And more
recently, I’m working with them, and I just suggest something, and they’re all
off working for hours without me having to like even barely checking in. Before
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I had to really like, ‘Now, why don’t you try adding the next colour?’ Or, you
know, like really talking them through each little step. And now, they’re just like
completely self-initiated that way. But, you know, you can give them a
technique and then they’re building on stuff, but they’re able to go with it on
their own and have a lot more confidence in their own ability (Adult Mentor
Interview # 6).
Another adult mentor similarly charted significant growth in the youth’s skill
development. He observed that “they had minimal skills starting off, and I think they
really learned an appreciation for what it takes to create a piece of art, whether that’s
a rap song, or a dance, or a video. They participated in all aspects of the creation
and the production of that, and I think they really learned to respect what it takes to
do all that kind of stuff, and to do it well” (Adult Mentor Interview # 7). He also
observed that there was considerable personal development. “They had learned all
kinds of things. They had participated in things that they might never have ever
touched in their lives before. They had grown as young adults. They had grown in
confidence. They had grown in ability” (Adult Mentor Interview # 7).

What were the Youth and Adult Mentors’ Perceptions of the Point
System? Did the Point System contribute to positive youth
development?
All of the youth participants strongly voiced the opinion that the Point System
was an important motivating factor for their participation in the Hip Hop Project.
One youth remarked that the Point System “made [him] want to come.” He stressed
that he was coming anyway but it was a “boost” (Youth End Interview # 5). Another
youth connected the Point System to motivating her to increase her participation in
the project. “It was really great because it shows you what you could get if you show
up and get involved; so yeah, I think it was a good idea ‘cause I wanted my
shoes….” (Adult Mentor Interview # 3).
Similarly, all of the adult mentors recognized that the Point System contributed to
youth development. They felt that it helped the youth recognize their
accomplishments, chart their own progress, and develop an ability to selfevaluate. As one adult mentor observed, “They could keep rebuilding and getting
more items, as long as they come in, you know, for attendance, for participation,
self-evaluation of the participation, which I mean that’s good because it gives them a
sense of responsibility…Did I actually really do anything tonight?...Yeah, yeah, it’s
pretty motivational. It worked really good” (Adult Mentor Interview # 1). Another adult
mentor felt that it gave the youth a very strong sense of self-validation, observing
that “the greatest feeling in the world was just those moments where they had a
sense of self-accomplishment, a sense of self-worth, a sense of dignity, a sense of
belonging, like you could just see it! It animated their faces” (Adult Mentor Interview
# 4). Furthermore, she emphasized that the Point System was an important model
for participating in “the real world.” She commented:

19

Well, I mean, who doesn’t like to be rewarded? I guess in a sense it’s a model for
those who, who you know, haven’t experienced work for instance. You know, you
show up on time, you get a certain amount of points, you show up, you’re a little
bit late but not too late, you still get a couple points, but if you’re [really] late, you
don’t get anything. And, I mean that’s starting to understand real world values.
Being on time is a responsibility that you’re being asked of. There was an
allowance there, and in terms of, of the work that they had to complete, I feel that
the Point System was smart because it enabled them to obtain goods that they
needed (Adult Mentor Interview # 4).
Another adult mentor pointed out how important it was to have the youth’s points openly
displayed on a wall in the studio. She felt that it made the method of earning points
more transparent and reinforced the fairness of the system. She remarked:
Oh, it was displayed out in the open area where everybody could see, and there
was a healthy competition because every week they would say, ‘Oh, what are our
points?’ And they always wanted to know who was getting more, and then there
would be little complaints like ‘Why didn’t I get this many points?’ And we’d say,
‘That’s because he was here five days a week, and he showed up on time and
participated every single time. So, if you want to reach that.…’ You know, it gave
them a little bit of a gauge so that they could grow from there. And they all did
really well (Adult Mentor Interview # 5).

What were the Youth and Adult Mentors’ Perceptions of the Final
Performance as a Means of Youth Development? Was there a growth
in respect for others, cooperation and teamwork, problem solving,
and coping skills?
The youth narratives reflected a marked increase in the sense of
accomplishment, pride, self-esteem, and fun as a result of their preparation and
participation in the final public performances. One youth participant felt that it really
showed her “who I am and what I like to do.” She spoke of the “fun going to practice”
during the spring break, which in fact involved long hours of practice and hard work.
She found the performance “really positive, really” and “amazing” (Youth End-Interview
# 8). Another participant emphasized the positive feelings of expressing himself to the
audience. He “felt actually good, like ‘cause you can’t keep everything inside, you know,
you gotta have somebody to share it with. And there was like a lot of people, so sharing
with a lot of people was a lot of fun” (Youth End-Interview # 4). The youth narratives also
reflected the importance of working together respectfully to solve problems, for
example, in writing the poetry for particular rap songs for the final performance. This
participant expressed his appreciation for a co-participant who wrote a few lines for him
for one of his verses because “I had no idea what to write there. And he was like…I had
to record my verse in like two minutes. So, he came, and he just wrote it down, and then
I recorded it” (Youth End-Interview # 4).
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To stage a successful performance, the youth participants had to develop a
strong work ethic, coping skills, and discipline. It was a challenge for some who
found the intense rehearsals quite demanding. One youth participant remarked,
“Doing the same thing over and over kind of got annoying, but, it’s like it’s for yourself,
you know; you’re not doing it for somebody else, right? It’s for you, for your family to
come and watch and be proud of you….Plus staff, you know, they try not to be too strict
because then you’d be like, you know, don’t want to come, but yeah, they try to be like
nice, as nice as they can. Yeah. They had a lot of patience” (Youth End Interview # 4).
The adult mentor narratives also indicated that there were some “learning
curves” for the youth in the art mentorship process. One adult mentor noted, for
example, that: “there were some learning curves around taking direction and, you know,
a little bit of like, they weren’t used to be critiqued from an authority figure...But, I mean,
that completely changed. You know, they started showing up more. They were engaging
more with the artists. They trusted everybody a lot more (Adult Mentor # 5).
The adult mentors similarly perceived many specific examples of the skills
acquired by the youth, especially during the latter weeks of rehearsals in
preparation for the public performances. They emphasized the change in the youth’s
ability to work respectfully with others and to use positive feedback to encourage their
co-participants. One mentor gave an example of the different styles of rapping and how
one youth participant altered his rhythm style to the others, so that he could participate
with them on a particular the track. This mentor also observed the youth’s increased
openness and confidence to experiment with new artistic forms, whether in the
expression of ideas in poetry or in art forms, like dance. He explained, “He’s
experimenting more, yeah. He’s, you know, using different words, yeah. It’s pretty
awesome” (Adult Mentor Interview # 1). With respect to introducing the boys to dance,
this mentor noted that it was, “We don’t dance, we rap. The girls dance.” Through the
encouragement of the dance mentor, the boys started to experiment with dance
movements. As this mentor noted, “The boys started dancing like when they started
putting that whole piece together; the boys started putting some moves with their music
which was sort of interesting because I didn’t know whether they would, what kind of
performance they would have, but they seemed to do a little dance. They learned those
skills as well” (Adult Mentor # 1).
The adult mentors noted significant growth in self-expression and
communication skills. One adult mentor observed how one youth participant moved
from being reluctant to speak to being very vocal. “He would say, ‘Well how about this,
and how about that?’ He has ideas. He’d like to talk about that, his ideas” (Adult Mentor
Interview # 1). More generally, this mentor reported that “totally, they were able to
communicate more and more and more…because, of course, the confidence goes [up]
…I mean to develop the whole show…they had part in the stage preparation, props,
and …the shirts were designed by them…” (Adult Mentor Interview #1). “Yeah, for the
most part, they did have lots of ideas. It’s hard to come up with something with a group
of people as well, and for it to be, yeah, this is great!” (Adult Mentor Interview # 1). In
another interview, the adult mentor provided a clear example of a youth participant who
made a remarkable transformation of his personality through dance. He explains:
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I had no idea that he would be a dancer. And by the end, like when we were in
that circle and talking, one of the things that came up from the other people was
that “he’s a dancer.” And he was! He took that quality of who he was which was,
you know, a quiet, gentle person, and he brought that to his dance. But he had a
rhythm, and he had an understanding of pathways of energy, and so he would
make them small, and he’d make them [pause] understated and unassuming,
and yet there was such beauty in them. And then he started looking up and
looking out, and it was an amazing transformation from this kid who didn’t move
at all… But then we found out, ‘No, really he is a mover,’ and he had a strength in
his movements (Adult Mentor Interview # 7).

OBJECTIVE 2: TO STRENGTHEN ATTACHMENT/BONDS TO PEERS
AND ADULTS
The multi-media Hip Hop Project was designed by CCAP in part to provide an
environment in which the youth could develop positive attachments or bonds to
other co-participants as well as to the adult mentors (See Figure 1-PAR MODEL,
right upper quadrant). As noted earlier, the workshop always began with a shared
meal and informal conversations in the studio. Two young psychiatric nursing
students were volunteers in the kitchen, and the kitchen was open to the studio with
a central counter where all could freely gather. The school tutor often had her meals
with the youth participants which gave them the opportunity to talk about their
homework and for her to identify the kinds of assistance they needed. The school
instructor also made a point of arriving earlier so she could chat with the youth and
see them do their dance moves before they shifted over to the couches to sit down
and start their lesson. Adult mentors were always with the youth during meal times,
encouraging them to discuss their ideas or any concerns. The entire studio, which is
approximately 2000 square feet, is geared towards a creative and supportive
learning environment where the youth feel “at home.”
Studies in social development indicate that youth who have limited positive peer
interaction are vulnerable to several negative outcomes, including dropping out of
school and involvement in crime (Demuth 2004, 367-69; Hirschi, 1969). Moreover,
according to Hartup, negative peer interactions may prevent youth from participating
fully “in important social contexts” (qtd. in Demuth, 369). The importance of youth
having strong emotional attachments to peers and adults is also reflected in
Hirschi’s (1969) social control theory. Hirschi’s theory assumes that when a youth’s
bond to society is weak, it leads to a greater likelihood of delinquency involvement.
According to Hirschi, this social bond is composed not only of attachments to peers,
but also attachments to significant adults, commitment to conventional goals like
school, involvement in conventional activities, and belief in a central value system
(qtd. in Huebner and Betts 2002, 126). The focus of this objective is to build and
strengthen friendships with peers and adults at CCAP as a protective factor against
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negative behaviours, and importantly, to foster a sense of belonging and respect for
peers of different cultures.
The definition of attachment used in this evaluation is based on the work of Hirschi
(1969) who defines attachment in terms of the affections and emotions that youth hold
for others. In order to evaluate the extent of peer attachment, we studied the youth and
adult mentor interviews for signs of an increased capacity to build friendships and to be
supportive of co-participants, including those from other cultures. We also examined the
youth narratives for perceptions of their attachments to the adult mentors and other staff
members at Crossing.

What were the Youth’s Perceptions of their Attachments with other
Co-participants and Adults at Crossing Communities Art Project
(CCAP)?
In the preliminary surveys, the youth participants typically reported involvement
in individual, non-organized types of activities with their friends, such as, just
“hanging out.” To study youth attachments and changes in the group dynamics, there
were a number of questions in the interview that focused on their relationships both with
other youth and the adults at CCAP throughout the 20 weeks of intensive mentorship
training.
Initially, a few of the youth participants felt apprehensive about participating in
the project, and it took some time for them to feel a sense of belonging and
comfort in the group. One youth participant explained that at first he “didn’t really get
the hang of it [the project] right away.” He remarked, “You know, at first I really didn't
know anybody here, and [thought] they were gonna kick up, so I was like, whoa, yeah,
but then we started know them, and now it's different…It was pretty good, you know;
people got to know who we are and not just, you know, what we do” (Youth MidInterview # 5). He also spoke about the caring, comforting, and accepting environment
at Crossing and how “everybody, you know, huddles up and talks.” The mentoring
relationship with the artists and staff were extremely positive for him. Here, the youth
spoke about his excitement in working with a well know rap artist. “When I first met the
rap artist I was happy ‘cause I’ve heard a lot of like things about him, ‘cause he’s so
good, and I hear that got nominated for like the best rapper in Winnipeg, or whatever,
so that was cool” (Youth End Interview # 5). He also felt that the staff really listened to
him, actually heard what he was saying, and cared about him as a person. This is
apparent in the following excerpt. It's like they listen to what I'm saying, not just, you
know, that I'm talking…If I were to talk to somebody else.. they probably wouldn't
listen; they'd hear me, but they wouldn't listen to what I'm saying…I don't know.
Whenever I was feeling, like sad, you know, mad or something, they would be right
there, beside me. You know, help me make it through it….People got to know who we
are and not just you know what we do (Youth End Interview # 5).
Another youth participant compared his experiences in the Hip Hop Project to
school, where he was often ignored. This youth expected similar treatment at
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Crossing Communities, but instead he found trust and respect. He explained,
And like sometimes people ignore what I have to say, and I like get a little bit mad and
like, you know, what? Who cares?....Mostly, I don’t get that much attention in school.
So like if I come here, what’s the point of coming here ‘cause they won’t listen to me.
Well I was wrong! I came here, and I get a lot of respect and stuff here. And the people
[are] like warm here, like I enjoy coming here and talking to them. And also my friends
are here, and I made new friends and we talk a lot” “(Youth End Interview #8). Another
youth expressed how caring the artists and staff were and that they were instrumental
in his continued participation in the project since “the staff kept calling me, yeah, to
come back, and then I came, and everybody was like “Welcome back!” And then I quit
it again for a while, and then they started calling me again, and then I came and since
then, I’m here… it felt good…like I understood like they care, you know” (Youth EndInterview # 4). He also expressed the hope that they would all stay in touch with each
other. He described the co-participants as being “like one big group.” This participant
also felt that the staff were easy to talk to, and most importantly, non-judgemental. “No,
no one was judgmental. Like no one was judgmental here. No one should be judged.
That’s just another form of racist in my eyes” (Youth End Interview # 4).
In the interviews, the youth participants also indicated that they felt safe at
Crossing, both physically and emotionally. One youth’s perception was that
Crossing was “a place where you can feel comfortable with yourself and hang out and
laugh and not worry about any, you know, anybody starting a problem; or you know,
you’re basically just yourself here, and you’re not worried about anybody else or, you
know, everybody gets along” (Youth Mid-Interview # 6). Another youth described the
staff and other co-participants as “joyful and happy, caring,” and he felt he could speak
to everybody (Youth Mid-Interview # 2). As a number of youth commented, “You know,
everyone's like a family here” (Youth End Interview # 6).
The youth participants emphasized not only the importance of adult mentors being
non-judgemental but also their “being down to earth” (Youth End Interview # 6). They
spoke about the mentors as “being real, and being very open minded, because if you
are none of those – no one is going to want you around… Like they’re more mature
adults, yeah. They show that they want to understand where you’re coming from and
the hip hop. They want to understand” (Youth End Interview # 6). The youth
appreciated the mentors’ sense of fun and their personal interest in them. “When I
come here, I have fun. Around here, the people are like fun; they will come and they’ll
be like having fun with you, and then talk about what’s going on in the program and
stuff, and like they ask me questions” (Youth End Interview # 8).
The co-participants developed relationships with one another that appeared to
have strong potential for the friendships to persist outside the project. Again the
notion of the group as family was prevalent in the youth narratives. As one youth
participant commented, he gets “happy when I see everybody together again. You
know we all have fun together, you know, joke around. No one holds grudges against
each other or anything like that. Everyone just has fun, and the relationships with
everybody else, I couldn’t have… I couldn’t ask for more. … I feel more like family
now. Like when you see family at a family gathering, that’s what it’s exactly like” (Youth
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End Interview # 6). Another participant observed the change from when she felt “it
seemed like everybody else had somebody, and I just didn’t want to, like, come in by
myself” to when she felt that “I’m not even by myself, I’ve got a whole bunch of sisters
just kidding and I’ve got a whole bunch of little brothers, I guess” (Youth Mid-Interview
# 7).
The youth interviews also revealed an increase in the youth’s understanding,
empathy, and respect for the cultural heritage of their co-participants. One
participant observed that the youth participants who wrote about Aboriginal issues made
her reflect about the culture. “I wasn’t expecting him to like say that kind of speech, and
when he was saying it, I was like, ah, so that’s how you feel and stuff. Like when he
said, ‘What do you feel about Aboriginals and stuff?’ …it was like making me think about
that… But it was really cool like meeting them. Yeah” (Youth End Interview 9). Other
youth participants felt that the Global Issues course increased their appreciation and
understanding of what other group members had gone through. One youth stated that
learning about where some of the participants came from really helped him “learn like
what my friends went through” (Youth End Interview # 1).
Toward the end of the twenty weeks, especially during the intensive rehearsal
period, it was apparent that the youth attachments were stronger. For all of the
youth participants, working toward the final performance drew them close together. Of
this intensive preparation, one youth expressed that it “really meant something…the
shows and everybody rehearsing and being on stage, and everyone bringing out
positive energy, and everyone being happy, you know. Making everybody happy at the
show… Being close to everybody. Being cool with everybody, like that means a lot to
me. That really means a lot” (Youth End Interview # 6). The youth emphasized how
supportive everyone was of each other’s part in the stage performance, and how they
urged each other on during the performance. One participant spoke of how the other
youth “gave me confidence ‘cause I’m very shy and that’s, I’ve learned that’s not a very
good thing, but yeah, so they helped, you know, give me confidence, get me hyper
before the shows, so I don’t like freeze up on there. But yeah, I think they really helped
me in that way” (Youth End Interview # 3). Similarly, another youth commented,
“Everyone supported each other. “Ah, in the “Get Up” song. Everyone’s shouting “Get
Up” in the back, and it sounded loud!” (Youth End Interview # 6).
An important outcome of the youth working together with their peers and adult
mentors was that they learned both to accept and use constructive criticism. Of
the adult mentors, one youth participant observed, “Yeah, they’re supportive, and they
tell you when you’re doing it wrong so you can fix it next time, but in a good way” (Youth
End Interview # 10). She also emphasized the important role of the artist mentor. “She
was so talented, man. She does these dances, like they’re so crazy when she does it,
but when she shows you, they’re so easy, like you could do it. She just makes me feel
like you could do it. You just need practice…So, that’s what I learned. You just need to
practice, and you can do a good show like we did” (Youth End Interview # 10). Another
participant explained how one of the adult mentors helped him learn how to look into
people’s eyes during the performance. He found it hard “like it’s one of the reasons you
forget your lyrics when you look at people…but, that’s the only way you can pass on the
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message…And I actually screwed up on both shows, but like I kept the moment, and I
kept going on” (Youth End-Interview, # 4).

What were the Adult Mentors’ Perceptions of the Youth’s Attachments
to Peers and Adults and their Capacity to Build Friendships at CCAP?
All of the adult mentors interviewed for the evaluation of the Hip Hop Project
observed significant changes in the group dynamics of the youth. They
emphasized the importance of the mentorship role as well as the safe and nurturing
environment at Crossing Communities in facilitating positive bonding experiences. One
adult mentor spoke of the initial caution among the youth and their bravado when they
first came to Crossing:
Yeah, I think that they definitely took ownership of Crossing. I think that, you
know, they came in and that initially, it was bravado, like walking in and kind of
staking their territory and ah being tough about it, and then later, you know,
being here and being safe. They felt comfortable and cared about at Crossing
and, you know, were really grounded here.…Yeah, their guards were down, and
everybody was equal, and even, with staff. We had to, you know, provide
direction but it was like they really connected and felt safe with us (Adult Mentor
Interview # 5).
Another adult mentor identified a positive shift in the youth’s understandings of
each other and the adult mentors in the project. She felt that this shift in their
relationships came about in part as a result of the continuous validation from the team
of adult mentors. She also suggested that it facilitated their capability to acquire a
“public voice:”
“Yeah, definitely, because I think also just having the validation, working with the
whole team of people, like it just wasn’t me, it was all these other adults coming
from really diverse, different backgrounds and perspectives and stuff. They were
all constantly kind of being validated as a group to like work together, but also
working with us. I think I saw that kind of shift at some point where like from the
beginning, they were aware of each other, but it took a while before they were
aware of us. And I could see that there was something in that, that shifted about
their self-perception and their own voice publicly, and then with the presentation,
they succeeded beyond that (Adult Mentor Interview # 6).
The adult mentors perceived genuine affection and support among the
participants and the development of strong friendships, particularly toward the
end of the project. One adult mentor observed that there was “a lot of warmth and
mutual support, not a lot of back-slapping, a lot of hugs, a lot of genuine affection for
one another” (Adult Mentor Interview # 4). She felt that when the project wrapped up,
they had made “really, really solid friendships and connections.” At the Awards
Ceremony, “they’re taking pictures of one another, and ah, you know, everyone kept
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saying, ‘I can’t believe it’s over! I don’t want this to be over.’ And I know we all had that
feeling” (Adult Mentor Interview # 4).

OBJECTIVE 3. TO STRENGTHEN ATTACHMENT TO
SCHOOL/TEACHERS
In developing the multi-media Hip Hop Project, CCAP incorporated a school
component and offered a high school credit course in Global Issues through the
Collegiate at the University of Winnipeg (See Figure 1-PAR MODEL, right upper
quadrant). Research shows that academic achievement and positive school
attachment are important protective factors for youth (Crosnoe et al. 2002; Hirschi,
1969). According to Noddings, the emotional bond or closeness with teachers is also
related to lower levels of negative behaviours among youth (qtd. in Crosnoe et al.
2002, 519). Hawkins claims that this positive attachment to teachers fosters the
internalization of adult norms and provides youth with emotional support to combat the
negative impacts of deviant peers (qtd. in Crosnoe et al. 2002, 519).
School attachment is defined in terms of the youth’s affective bond to the teacher and
the school setting. In order to evaluate this objective, we used both quantitative and
qualitative data. We examined the attendance records, attrition rates, and final grades
of the youth participants. We then studied the youth interviews for their experiences in
the Global Issues course as well as their responses to the course instructor and tutor.
Finally, we examined the adult mentor interviews for their perceptions of the youth’s
learning in the Global Issues course and the relationships to the instructor and tutor.

What did the Quantitative Data reveal about the Youth’s Attachment to
School?
Of the ten youth included in the evaluation, six participated in the Global Issues course.
The other four youth joined the Hip Hop Project after the start of the course. Of the six
students who took the Global Issues course, only one was attending school full time
outside of the project. All of the six students completed the course, and their grades
ranged from B to A+. Table 1 below displays the youth attendance and grades.
TABLE 1
Class Attendance
29 / 33
27 / 33
23 / 33
20 / 33
16 / 33
16 / 33

Final Course Mark
93%
84%
86%
81%
78%
83%
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What did the Youth Interviews Indicate about their Attachments to
School, the Global Issues Course, and the Teacher/Tutor?
In the preliminary survey, the majority of students described unfavourable
school experiences.
They expressed boredom, disinterest, and conflict both with students and teachers.
Some participants reported that they had been suspended from classes. This was
primarily a result of missing classes, although altercation with teachers was another
reason. As one participant noted, “I’m not in school right now. I missed too many
classes. They have a 14-day limit, and if you miss more than that you get kicked out”
(Interview # 1). Another youth described his experiences in school as “bad,” and that he
“just didn’t like school…never did…so I just, you know, I don’t do my work and get in
trouble” (Youth Mid-Interview # 5). One youth talked about the teaching style of “being
talked at” and how difficult it was to sit still. “I didn’t really like just sitting here and sitting
and listening to the teacher talk…it takes forever. I just couldn’t sit there” (Youth MidInterview # 2).
Overall, the youth interviews showed they had extremely positive experiences in
the Global Issues course. The youth interviews indicated a significant change in
attitude both toward school and learning after taking the Global Issues course. One
youth participant stated, “It’s good. It’s a bonus, I think. It’s a credit for school. You get a
grade 12 credit. I don’t know. I just think that’s really good…Yeah, it will help me get
somewhere for sure. Go somewhere…Plus you’re learning. Yeah, we learn about the
world, you know…A whole bunch of stuff” (Youth Mid-Interview # 1). One youth was
initially reluctant to take the course stating that “I didn’t want to be back in school. Then
I was like, whatever, but then, you know, I got the hang of it, got used to it, and…it’s a
good thing ‘cause I’ve learned a lot…I just didn’t know there’s that much out there…
This course makes me well …wanna go to school …” (Youth Mid-Interview # 6).
For some youth participants, the learning carried over to their everyday lives,
and they began look at things differently. In relation to the environment, for
example, one youth was particularly interested in attitudes toward waste reduction. He
explained that in the course they looked at how much of the “world we take” to survive
and that “people who live, buy clothes every day, you know, rich people, they waste a
lot, you know; they make changes, but not good changes…You see, if I get famous,
that’s not what I’m gonna be. Not gonna be like, ‘Oh, just ‘cause I have lots of money,
I’m going to throw stuff away.’ You know, I’m gonna keep it and give it away. You know,
it’s not worth throwing away, just so the world could, you know, end…It’s just not right”
(Youth Mid-Interview # 5).
An unanticipated outcome of taking the Global Issues course was that the youth
began to talk about their experiences with other peers and family members. It
opened up new opportunities for them to communicate with their parents. One youth
commented, “This course is like a totally different school, though. I like to talk about
what’s going on now like we do in this course” (Youth Mid-Interview # 2). Another youth
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participant , “I learned about the Rwanda genocide, like I never, never learned about
that ever or like all of the genocides…So that’s pretty cool. Like I knew about the Trail
of Tears, but I didn’t learn about Rwanda ever. And that movie is pretty cool…
Whenever I go home I always tell my mum and them, like about class and stuff, and
they always talk with me. Start conversations I guess” (Youth Mid-Interview # 7).
The youth interviews expressed considerable enthusiasm and appreciation for
the instructor and her teaching style. At first, one of the youth participants thought
that (the Instructor) was “strict” but then, “she turned out to be a cool teacher” (Youth
Mid-Interview # 6). He much preferred the Instructor’s method of teaching to regular
school and felt encouraged to share his knowledge with others. “I know there’s a lot
more to be learned out there…to take back home;” he wanted to “just kick knowledge
to somebody who doesn’t know” (Youth Mid-Interview # 6). Like many of the other
youth, the study of the genocide in Rwanda made a strong impression on him, although
he was also strongly affected by the study of residential schools. He felt that these
issues “opened [his] eyes” and that “they should teach it no matter what, like with
everybody, you know” (Youth Mid-Interview # 6). The youth narratives consistently
revealed an appreciation for the course instructor’s interactive and flexible teaching
style where she brought the outside world into the classroom and made it real for them.
One youth remarked, “…She’ll bring a movie out from the world like today, and then
she’ll tell us about like how that movie relates to what happened in the world before,
and it’s not like that movie’s, made up, you know. It’s a true story” (Youth Mid-Interview
# 1).
This positive bond with the teacher seemed to motivate the youth to perform well
in the course. One respondent claimed, “The teacher was good. She helped out a
lot…I thought it was really damn good. Even when we went to the university there, it
was pretty good too because like, I don’t know, we always got our work done, and we
weren’t ever slacking…We did some research on other countries and stuff. It was cool”
(Youth Interview # 1). When asked what her favourite part of the project was, another
participant replied, “[What] I enjoy the most…school! Yeah! ‘Cause (name of teacher)
knows a lot of stuff and has good conversations with everybody. So, that’s what I like
the best” (Youth Mid-Interview # 7).

What Did the Adult Mentor Interviews Indicate about Youth
Attachments to School/the World Issues Course and to the
Teacher/Tutor?
The perceptions of the adult mentors suggested that the youth had some
trepidation about taking a course. One adult mentor observed that they were pretty
quiet at the onset of taking the Global Issues course. “They didn’t really know. Was it
going to be hard work? Are there going to be tests? Are there going to be essays and
stuff like that, right? It’s really interactive, and I think that was really awesome…I think
that’s why they were able to, you know, grab a hold of the course” (Adult Mentor
Interview # 1). This adult mentor emphasized the importance of introducing the youth to
a broad range of global issues, such as, child soldiers, which really “made them reflect.”
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The adult mentors recognized that many of youth participants had negative
school experiences and felt that the teacher in the Hip Hop Project played an
instrumental role in creating a positive learning environment for the youth. One
adult mentor felt that at first, “I don’t think a lot of them wanted to do it, you know. I think
their experience with school had been not a good one. You know, I mean they had
dropped out…Truancy issues there, you know, and then all of a sudden, [one youth]
was coming and in a safe environment. What he told me was that, “You know, in
school, they think I’m dumb; you know, I’m stupid, and they make fun of me when I try
to answer stuff.” And he says, but here [at CCAP]…, I can talk” (Adult Mentor Interview
# 5). The adult mentor also recognized the important role of the teacher in making the
learning environment safe for them. She emphasized that:
[The teacher] made it safe for them, and they all got to say their point, and you
know, she said they were the best class ever. So, I think that they recognized that
through participation, through getting their work in, which wasn’t like. I don’t know
how to explain it. It was…. The requirements were there. They had to do it, but there
was support; there was the tutor. And it was really safe for them to talk and to ask
questions that they didn’t know and to get them answered. So I think that even that
process of them being able to receive the information in a safe way, that they felt
comfortable in asking the question that they didn’t know added to their ability to write
the tests, to write a paragraph. Like they could take that and process it and say, you
know, instead of going like I’m not going to ask 'cause I might be stupid,’ and, you
know, not ever having it answered ”(Adult Mentor Interview # 5).
Another adult mentor observed that the youth were more comfortable attending classes
at the studio as compared to the Collegiate which they found somewhat intimidating.
She commented that the studio setting was “more home for them” (Adult Mentor
Interview # 3). The youth themselves said outright, “It’s too hard. We would rather be
here where you open the door and walk in” (Adult Mentor Interview # 3). She also saw
that once the youth started becoming successful with getting “really good marks and
doing really well,” that it had “to boost your confidence and understand that ‘maybe I
can’t do it there [regular school], but that doesn’t mean that I can’t do it at all, kind of an
attitude” (Adult Mentor Interview # 3).
Several adult mentors observed considerable growth in the youth’s knowledge
about different cultures from the Global Issues course. One focus of the course
was comparing issues around the world to Aboriginal issues and studying how they
interconnected. This adult mentor observed that she was:
Surprised a little bit that it didn’t really occur to them that Aboriginal groups in
other parts of the world sort of have the same kinds of issues. And they really
are the same issues. Education, housing, health care are all the same
everywhere, whether you are here or in Australia or wherever. So, I think they
kind of found a connection there, and that had some interest for them. … They
showed a lot of interest when we were talking about child soldiers. So, children’s
issues, they could relate to for whatever reason…Thinking I guess also in terms
of how children are exploited in different parts of the world because that
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happens here, too. And, I always tried to make the comparisons to their lives
and their home area (Adult Mentor Interview # 3).
One adult mentor noticed how the youth applied their new knowledge to their everyday
lives. She commented that “the youth were really excited about what they learned and
started to incorporate that into their daily lives. Like in the studio, for example, they had
learned about countries in the East and then afterwards were asking somebody in the
class, “Well, you know, what’s it like to come from Afghanistan?” (Adult Mentor
Interview # 2). She felt that this shift was attributable to a combination of things:
[It’s] a combination of starting to feel comfortable with people that were different
from you, people that they could have been potentially in conflict with; and
seeing them as having similar ideals as you, in the sense of wanting to have
work, wanting to have a place in society, wanting to have a nice hat; and
learning about other countries, and then looking at that person and thinking, ‘Oh,
that person is from this other country,’ and then getting to the place of trust
where you can say to them, ‘Oh, so what’s it like there?’ you know. And that was
a process” (Adult Mentor Interview # 2).
Other adult mentors perceived a significant increase in the youth’s self-esteem
which they related to the Global Issues course. The initial impression of one adult
mentor was that “these are just a bunch of kids looking for a place to hang out,” and
she found it remarkable “to see them grow and mature, and the self-confidence, and to
earn these grades that they truly did earn!” (Adult Mentor Interview # 4). She saw, in
particular, the positive impact on one youth who “had such a lift to his feelings of
personal integrity and self worth.” She felt that “everyone came out of the project
thinking that they definitely had a role in society, that they had a voice, that they, you
know, that they were just as capable as anyone else, and that’s something remarkable
to happen in only 20 weeks!” (Adult Mentor Interview # 4). Over time, it appeared that
the youth became more comfortable in giving voice to their ideas. One adult mentor
remarked enthusiastically, “Everybody spoke. Everybody spoke. Everybody had things
to say…This was the best verbal participation that I have ever seen!” (Adult Mentor
Interview # 3).
Another adult mentor pointed out that the youth learned not only a great deal
about different cultures from the Global Issues course but also from each other.
He explained how the youth began to make connections between what they were
learning about people in different countries to actual members of their group:
Well, I think that the Global Issues course was really, really important because
what they learned was…well, they learned from each other because we had
different groups of immigrants … and Aboriginal [youth]. So, it was them getting
to know each other, which was amazing, and to hear each other’s stories. But
then, the Global Issues course put that on a much larger scale for them. And I
remember watching the video of a group of young people in South America and
seeing them connect the dots, ‘Wow, they are not that different than us, you
know. Yes, the gangs are different kind of gangs. Yes, the living conditions are
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different. Yes, they look different than me, but this and this and this and this and
this is similar.’ And I think it really helped them see other people in other parts of
the world, what they were doing to get themselves out of situations, and where
they weren’t living the kind of life that they wanted to or could. I think it was very,
very important, and it made it’s way into the performance, definitely, because
things from the Global Issues class came up in terms of ideas and themes that
they wanted to explore in the performance because the performance was
directed and produced by them. We were in the end just the facilitators (Adult
Mentor Interview # 7).

OBJECTIVE 4: TO INCREASE ATTACHMENT TO THE BROADER
COMMUNITY
CCAP designed the Hip Hop Project to increase the youth’s attachment to the broader
community not only through fostering a sense of belonging at the art studio at Crossing
Communities but also in introducing the youth to other cultural and educational
institutions, such as Winnipeg’s Contemporary Dancers and the University of Winnipeg
Collegiate. In addition to expanding the youth’s affiliations with community
organizations, the Hip Hop Project was developed to involve youth in many different
activities and events throughout Winnipeg. It was hoped that this exposure would
strengthen the youth’s attachment to the community and that they would recognize
these places as “community spaces” in which they could enter and feel included. (See
Figure 1-PAR MODEL, upper right quadrant.)
Research suggests that involving youth in community activities provides youth with
greater access to conventional adult society thereby “broadening their social networks
beyond their peers” and as a way in which “to instil civic-minded values and political
efficacy among youth” (Hoffman and Xu 2002, 572). Studies also show that attachment
to conventional institutions and involvement in community activities reduce involvement
in delinquency (Hirschi, 1969) and youth alienation and provide youth with alternative
models of social responsibility, greater empathy, an increased sense of social
inclusiveness, and self-worth
(Hoffman and Xu 2002, 572). The community service literature, in particular, the work
of Hoffman and Xu (2002) indicates that voluntarism increases civic responsibility and
political efficacy and decreases delinquency. While not part of the present evaluation of
the 20-week intensive training program, it should be noted that CCAP’s summer
program for the Hip Hop Project further developed the fourth and fifth objectives by
providing youth participants with an opportunity to serve as trainers in the arts at CCAP
and by promoting volunteerism. These youth, for example, will mentor other youth in
the community through performances and workshops in the arts in local community
centres and schools.
For the evaluation study, community attachment is defined as involvement of the youth
participants in community organizations and events. To assess any change in the
degree of community attachment, we examined the youth’s preliminary surveys, mid-

32

project, and end of performance interviews. Indicators of degree of community
attachment included youth attendance rates to community events organized by
Crossing Communities for the Hip Hop Project. Community attachment was also
assessed by examining the youth’s responses to being introduced to Crossing
Communities Art Project and its community partners as well as public institutions, such
as, Winnipeg’s Contemporary Dancers, the University of Winnipeg Collegiate, the
Winnipeg Art Gallery, and the Centennial Concert Hall.
The youth participants attended community and organized events outside of regular
workshops at Crossing Communities. Through these events, the youth had the
opportunity to expand the places in which they felt they belonged. The adult mentors of
Crossing Communities attended these events with the youth and talked with them
about what they saw as valuable in the event or perhaps what they disliked. Some of
the events were: Jabbawockeeze dance troupe at the Centennial Concert Hall, the
Manitoba Music and Film Showcase at the Centennial Concert Hall, the Elijah Harper
lecture at the University of Winnipeg, and Marilyn Monroe and other exhibits at the
Winnipeg Art Gallery. The youth participants also viewed movies and documentaries
that they might not otherwise have seen, such as, Rise about clowning and dance as a
movement in the United States, The Inconvenient Truth by Al Gore regarding
environmental impacts, and Favela Rising about the use of theatre, music and art with
Brazilian youth at risk of gang activity. The movies and documentaries were followed by
conversations among the adult mentors and the youth to discuss their thoughts and
opinions of the screenings. Tables 2 and 3 display the youth attendance at the
workshop and events. Both the workshops and the events averaged a youth
attendance of around seven youth per session.
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TABLE 2

Total youth = 615, divided by 90 workshops = 6.8 youth average in each workshop
TABLE 3

Total youth = 170, divided by 25 events = 6.8 youth average for each event
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What did the Preliminary Youth Surveys and Interviews Indicate about
Youth Attachment to the Community?
Many of the youth participants indicated that they had little attachment to their
community. Very few of the youth belonged to any community organization or
participated in any local neighbourhood activity. One youth participant said that she
does ”nothing” in her neigbourhood because “really, I don’t like my neighbourhood”
(Youth Preliminary Survey # 7). “I only belong to Crossing Communities, no other
organizations. I don’t really do nothing really with anyone in the area ‘cause everyone
is just really f___ed up around here…Like it makes me just want to stick to my own
stuff…make my own music, you know?“ Youth Mid-Interview # 1). An exception was the
immigrant youth, a number of whom were connected to an international centre for
newcomers. Another youth pointed out that there were programs at the centre for new
immigrant youth throughout the week, assistance for school work, and recreational
activities: “There’s gym and stuff…Well, we watch movies, go to field trips and stuff,
and if you have homework, they will help you with it” (Youth Interview # 9).

What did the Youth Interviews Indicate about Youth Attachment to the
Community?
Some of the youth participants emphasized that events, like going to the movie
theatre, encouraged them to reflect more on a global level. One youth spoke about
the impacts of specific movies on him. The movie, The Inconvenient Truth, for example,
“made [him] think about the whole world and really think about how everybody else is
doing, you know?” (Youth Mid-Interview # 2). Other youth stressed the sheer enjoyment
of having a special outing. Another youth commented that he liked going to the movie
theatre and seeing films like “the Hitler movie” or the Notorious B.I.G. movie (Youth
Mid-Interview # 1). Several youth participants spoke about going to Café 22 for dinner
and an awards event following the performance. “Yeah, those awards were pretty
great. I had a lot of fun!” (Youth End-Interview # 4). Another youth felt that Crossing
organized events in such a way that it helped them meet their needs. “They come up
with great ideas, funny, like we go around, and then we watch movies. They bring other
people to us for what we need, and they help us with what we need” (Youth End
Interview # 8).

What did the Youth Interviews Indicate about Youth Attachment to
Crossing Communities and Other Community Partners Linked to the
Hip Hop Project?
The introduction of the youth to Crossing Communities and its partners seemed
to instil in the youth a sense of belonging at Crossing and a greater interest in
going to “places” in the community and having new experiences. One youth
participant spoke about his attachment to Crossing:
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It’s just the other people…and being there [Crossing Communities]…and it’s the
experience, you know, like being places. And I think about where I have been
before, and I think it will help me because I went through it, and I completed
it…..You could go out and meet people, or like you find people that you don’t
even like the way they’re acting, but like that’s what makes you hate them, you
know? But the people here, like I don’t know, they’re just people that you would
hang around with, people that you get along with, your kind of people. I don’t
know, people out there just act stupid. I like everybody here just ‘cause the way
they are (Youth Mid-Interview # 1).
Another youth emphasized the importance of CCAP being non-judgemental and
taking them seriously. One youth participant explained, “Like they don’t judge what
they see, your skin colours; what I see, like they’re really honest…they’re really honest.
And I’m like, personally, if I trust somebody…like yeah, I’m happy, like it’s like home,
another from your house, there’s another home for you” (Youth End Interview # 8).
Another youth emphasized how the adults at Crossing Communities take the youth
seriously. “Yeah, like adults are usually, you know, serious. They don’t take, like youth,
children, seriously, you know. They don’t listen to them…but in here, it’s totally different”
(Youth End-Interview # 4).

What did the Adult Mentor Interviews Indicate about Youth Attachment
to the Community, Crossing Communities, and Other Community
Partners Linked to the Hip Hop Project?
The narratives of the adult mentors suggested that the youth experienced an
increase in cultural pride and self-esteem with their introduction to community
events and organizations. With respect to the Elijah Harper event at the University of
Winnipeg, one adult mentor observed, “And I’m looking at the kids, and they’re like kind
of transfixed by this guy and what he’s saying, you know. You might not know everything
he’s talking about, like in terms of words and stuff like that, but like they understand that
this guy has been through like some-he’s done a lot of awesome things, right? And they
got that, and I think that sort of building, they’re like, you know, building themselves up
as being Aboriginal and stuff like that” (Adult Mentor Interview #1).
One adult mentor remarked on the youth participants’ thoughtful and intelligent
responses to certain events, such as, the Marilyn Monroe exhibit at the Winnipeg
Art Gallery. She commented:
You know, communication through art can be subtle, or it can be in your face, but
you know, appropriateness of communication, when to communicate, how to
communicate….Recently, I volunteered. They were going to Winnipeg Art Gallery
to take a look at the Marilyn Monroe exhibit and I thought, ‘Oh I’ll go check it out
with them!” And just, you know, they were intelligently discussing both artistic
concepts, thematic concepts, and I really loved the fact that although they didn’t
still understand her iconic nature at this point because of their youth, they
understood how she was exploited (Adult Mentor Interview # 4).
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Another adult mentor expressed the view that over time the youth participants
became increasingly attached and committed to Crossing as a community spacea space in which they felt cared for and safe. She explained, “I think that they
definitely took ownership of Crossing. I think that they came in and that initially, it was a
bravado, like walking in and kind of stating their territory and ah being tough about it,
and then later on it’s that, you know, being here and being safe, is that they felt
comfortable and cared about at Crossing and, you know, were really grounded
here….Yeah, their guards were down, and everybody was equal and even, with staff,
we had to, you know, provide direction, but it was like they really connected and felt safe
with us” (Adult Mentor Interview # 5).
One adult mentor commented on the importance of celebrating the youth’s
achievements following the final public performance. Responding to Crossing
Communities Award Ceremony at Café 22, this mentor observed:
Well, at the closing party, when we were at the restaurant, I thought that they
were in an environment that they had probably never in before, this restaurant…
and yet I thought they had a sense of ‘We belong here.’ It wasn’t hiding in the
corner at all. And I actually saw people go and ask and chat with some of the
participants about what it is that they were doing there. And they were like going
and getting their certificate and showing it to them and talking to them about what
they had achieved over these twenty weeks. So I saw a sense of pride and
assurance that, ‘Yeah, we do belong, not just in our little pocket in the city’…. But
there was something, something grew there, I think (Adult Mentor # 7).
A number of adult mentors perceived a considerable gain in the youth’s selfconfidence at Crossing, which they felt carried over into the broader community.
One adult mentor explained:
I think it’s really just about their confidence, like the sense of community and stuff
that they get here and all that. It just really builds them up and gives them
confidence. And when they go back home and stuff like that, they can, you know,
tell people, like, I did this, and I did that. Really, you know, being proud of
themselves. I mean it’s really just a part of the beginning of the next step, right?
Like it makes them feel part of the other community that they’re from, you know…
I think what’s happened here is that it’s just really broadened their community.
Yeah, yeah, broadened their community. I mean like they’ve never really hung
out down in the Exchange district and gone to art galleries and stuff like that
(Adult Mentor Interview # 1).
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OBJECTIVE 5. YOUTH INCREASE THEIR COMMUNITY/CIVIC
ENGAGEMENT
CCAP designed the Hip Hop Project to increase youth’s community/civic engagement
through a focus on staging and producing two public performances with its partner, the
Winnipeg Contemporary Dancers (See Figure 1-PAR MODEL, lower right quadrant).
Working toward this common goal throughout the project, the youth made artwork
together with their mentors, including drawings, paintings, a mural, photographs, videos,
and 16 mm films. They wrote lyrics and music and learned choreographed dances.
They also designed the poster and t-shirt to publicize the event. Throughout the art
mentorship process, youth were strongly encouraged to have a voice, to feel a sense of
pride and ownership of their unique contributions to the artistic process, and to use their
voice (individually and collectively) as a vehicle for social change. It was hoped that they
would be empowered to tell their stories through performance and to communicate the
message that youth have value in the community.
We defined community engagement as the youth’s perception of themselves as active
citizens who had a voice, and, reciprocally, the public recognition of the youth as valued
citizens who have the potential to contribute to positive social change. Adler and Googin
view civic engagement as the ways in which citizens participate in the life of a
community in order to improve conditions for others or to help shape the community’s
future (2005, 236). To facilitate the evaluation of this project objective, we have adopted
Adler and Goggin’s conceptualization of community/civic engagement along a
continuum. In Figure 3 below, we have recorded our project actions along a continuum
that reflect the dimensions of our youth’s civic engagement.
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FIGURE 3: The Continuum of Civic Engagement
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What did the Youth Preliminary and Mid/End Interviews Indicate about
any Changes in Youth Civic/Community Engagement?
The preliminary youth surveys suggested that a significant number of youth
participants felt alienated or disengaged from their communities. There was little
to no active involvement in their neighbourhood schools, community clubs, and other
formal organizations. One youth participant commented, “I just hang out. I don’t do
much” (Youth Mid-Interview # 3). Another youth, a newcomer, however, did report
playing football and having a job as well as going to school (Youth End-Interview, # 4).
As mentioned earlier, the newcomers had a connection to an international centre,
which was helpful in meeting some of their needs. Another youth, whose family had
moved to a new location, found that “there’s nothing to do there anymore” (Youth MidInterview # 6).
In comparing the preliminary youth surveys to later interviews, there was some
evidence to suggest greater youth civic/community engagement. In terms of the
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continuum of civic engagement depicted in Figure 3, we can see a shift from the more
informal, individual actions of the youth (activities in preparing for their public
performance, supporting each other in presenting their ideas, and creating a successful
performance) to more formal collective actions in their membership status (viewing
themselves as members of CCAP and having a role as community service trainers in
the arts for other youth in the post-performance stage).
The youth interviews expressed this shift from individual to collective action in
their recognition and validation of the achievements of group members. One
youth participant exclaimed, “It’s really cool like when he says stuff like that. It’s like
‘Wow, where does he learn how to say those words?’… And it’s cool. He makes people
understand what it’s like to go through [struggles] (Youth End Interview # 8). Other
participants showed appreciation for group mentors like [name] “was just there
motivating us all!” (Youth End Interview # 3).
Toward the end of the 20-week intensive training period, the youth began to see
that they had a voice, that they had a message that they could offer to the broader
community. One youth participant, for example, exclaimed:
Yeah, I want people to realize how the real world is and how real children and the
youth and the inner city are. I want them to realize how real it is. It’s not
something you just see on TV or something. It’s real life that goes on around
here. And when the media portrays kids, you know, why don’t you go into the
families and see what’s going on? See where the kids are being raised, then
you’ll understand, you know. So that’s what I wanted to bring across. Finally, get
it across people’s minds that, you know, we’re here, and they’re finally going to
listen to me, now that I finally have the chance to say what I want to say (Youth
End Interview # 6).
Another youth participant had a similar message that he wanted to voice to the
audience during the public performance, a message, in particular, directed to the
adults. He wanted to perform for adults to show them another side of youth “because
it's like, you know, they don't know… what they think is that we're just, you know, we're
running around like hoodlums, but…until they actually, you know, like see the show and
know what we're doing and how we're doing it and why we're doing it, then they won't
know. They'll just think we're just running around being bad” (Youth Interview # 5). He
felt that through the public performance, “people got to know who we are and not just,
you know, what we do (Youth Interview # 5).
In the youth interviews, the participants expressed the feeling that they were able
to make an authentic connection between themselves and the audience. One
youth participant observed that “a lot of them cried. A lot them were touched. A lot of
them were happy. [Pause] Yeah, it was very real (Youth End-Interview, # 6). This youth
emphasized the importance of sharing a story with the audience, for example, “Ah, I felt
actually good, like ‘cause you can’t keep everything inside, you know, you gotta have
somebody to share it with. And there was like a lot of people, so sharing with a lot of
people was a lot of fun” (Youth End-Interview, # 4). He also spoke of the energy that
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was exchanged between the performers and the audience as “like a ping pong, like you
give them energy, and you get back energy.” This youth also was aware of the cultural
diversity of the audience and felt a special connection to those who had to endure some
of the same experiences, and, as a result, he felt acceptance and understanding from
the audience. He explained, “Immigrants that had to go through the same thing, you
know, and they understood me. Even the native people, like they’re not living in
paradise here, you know, there are still going through struggles. So they understood
me” (Youth End-Interview # 4). Feeling validated by the audience is one means through
which the youth began to see themselves as future contributors to the broader
community. Another youth participant, for example, felt that it was important to perform
for youth, explaining that “the reservations and the kids that are from different countries
who feel like they don’t belong when they come here because of their culture, I want to
do it for those groups” (Youth End Interview # 6).
For some youth participants, it was a time of reflection about their goals. They
were beginning to see themselves in different roles, capable of taking action, and
effecting positive change in the community. With newly developed skills and greater
confidence, one youth articulated a desire to contribute to the future of his community.
His goal was to work with inner city youth. Once he finished his work in the “music
scene,” he planned on “working with the inner city youth and all that…I’m gonna be
more than happy, you know? I can see myself doing that kind of stuff for the rest of my
life, you know, just being in those places ….That’s what I want to do…. You know, I can
put like time for kids and time for myself, and give back to the community” (Youth EndInterview # 6). This youth participant felt very confident in achieving his goals because
of all the support he received. He explained that “you know, knowing that I got a team
on my back now…and all the people, you know? It's all gonna come together somehow.
But yeah, I feel confident that I’m going to do things with my life” (Youth End-Interview #
6).
Another participant expressed the aspiration of going to the United States and
performing his unique style of rap for youth, especially for those who had experienced
living in a war zone. The emphasis was for altruistic rather than monetary motives. He
stressed that “it’s not just you talking about some money or something; you’re telling a
story, you know” (Youth End-Interview # 4). He planned on using his story in a positive
way, to send the message of hope to an international community.

As depicted in the continuum of civic engagement in Figure 3, in addition to the
dimension of community activities, there is a second dimension of political
activities. At the individual level for the Hip Hop Project, this involved political
discussions with participants, for example, around issues of racism as well as writing
poetry to express their views. On a more collective level, this involved public actions,
such as, the public performance which gave the youth a platform to voice their political
views and visions for social change. Racism and discrimination were common themes
that emerged from the youth narratives. One youth participant spoke about her
experiences of racism in her neighbourhood. She related how one mother “treats me
really, really rude, and like I’m sacred of her…she’s just like she’s really racist” (Youth
End Interview # 8). Another youth participant expressed the desire of performing for
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white Canadians. She explained that “I had like real problems with them because most
of the time, not all of them, but most of the time, I’ve been treated like….not the way I
should have been. I kind of feel bad, but to show them that we could do it. Even though
we’re immigrants, we came here to have a better life. We’re still human beings! So,
yeah I want to get that across” (Youth End-Interview # 10).

What did the Adult Mentor Interviews Indicate about Changes in Youth
Civic/Community Engagement?
The interviews with the adult mentors indicated that some of the youth became
more politically aware through the art mentorship process. This political
consciousness became evident in their poetry and rap music. One mentor explained
that:
He was able to take their lyrics, like some of them had to do with dope smoking
or girls and driving expensive cars and jewellery, and to kind of show them
examples of life happening in their community here and to bring it, give it some
depth. Like if the example is the Aboriginal man who was beaten on New Years
Eve, right, it happened, and it’s part of something that happens to their people in
the city of Winnipeg. But they weren’t really aware of it, so he [adult mentor]
gave them the article, and they read it, and they couldn’t believe it had
happened, and so they wrote a response to that which wasn’t like blaming
everybody but saying that we really need to work together. And not saying that
one particular group is racist or… It’s like, ‘Hey, we are all kind of equal here. We
don’t need to beat each other.’ And before, they [the youth participants) weren’t
doing that (Adult Mentor Interview # 5).
Another adult mentor emphasized the importance of the Global Issues course in
developing a greater “political awareness.” She noted that “they were exposed to
blood diamonds, where diamonds were coming from, genocide, you know, the
holocaust, all kinds of things and they were like, you know, they are so particular to the
city of Winnipeg. I think that it opened their eyes to like world issues, political issues,
women’s rights, you know” (Adult Mentor Interview # 5).
As an indicator of community engagement, we also examined adult mentor
interviews for observations about the audience responses to the public
performance. A common theme among the adult mentor interviews was the ability of
the youth performers to evoke a strong emotional response from the audience. One
adult mentor spoke of the outpouring of genuine emotion from the audience and how it
departed from her usual theatre experience; for example, “I go to a lot of theatre and
dance and all of that stuff, and the audience is always very respectful. Nobody is yelling
encouragement to the performers not until that night, and I thought that’s so fantastic
because it was absolutely appropriate, absolutely perfect, and everybody just, it was
like a big love fest” (Adult Mentor Interview # 4). Another adult mentor observed that
the youth performance “drew tears” from the audience. She commented that “I cried, I
cried. It was so good, I cried. You know, to affect people with these strangers, just being
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affected like that, like, you know, bringing out emotion like that…it’s pretty amazing”
(Adult Mentor Interview # 1). One adult mentor who was working in the lobby made
some observations about the members of the audience. She observed:
As I was checking them in at the door, I was able to get a lot of feedback and
also from people who just heard about the show on CKUW or just in the lobby,
and how they were moved the most. It wasn’t even about understanding on an
intellectual level but on an actual real heart level. Those kids touched them, and
not necessarily in that feel good way, but in a way that shook them up a little, but
they were really affected by the show because, you know, these kids have some
significant stories, talking about starving in one country and then coming and
starving here. You know, this is a very, very real story … but I guess art isn’t
always suppose to be processed intellectually, is it? So, if they were moved,
then it was a success. Yeah, they were definitely moved. There’s no doubt (Adult
Mentor Interview # 2).
At the same time, the adult mentor interviews provided some insight about how
the youth were affected by the audience. It seems clear that there was a reciprocal
exchange of feelings between the youth performers and the audience. One adult
mentor observed that a youth participant “talked about the love he found from the
audience. They were out there giving it their all, and the audience was giving it back,
you know, ‘we really love what you’re doing.’ And, it was just a real high” (Adult Mentor
Interview # 2). She also felt that having a final public performance in which the youth
worked together toward a common goal was an important component of the Hip Hop
Project.
And so it gave [the youth] a goal to focus on and support each other. So, if we
had no performance, we wouldn’t have had a goal in that sense. We could have
still done the training, but it’s the performance. And then also to be able to
present to the community and have them hear. The audience members were
coming to me and saying that they were crying, listening to the youth, that it had
touched their hearts so much by the things that they expressed. And, you know,
then also for the youth to be heard, to be able to say what they were
experiencing and to have that response from the audience that they wanted to
hear it and that they were supporting them (Adult Mentor Interview # 2).
One adult mentor observed that the public performance was the “ultimate Point
System.” He did not think that “there could have been a better way to boost their
confidence and make them feel so proud than the show, and that it was the ultimate
group of points because it was like, ‘WOW,’ immediate feedback, immediate, you know,
sold out crowds on their feet hooting and hollering, and they were just beaming, and
you could tell, ‘We accomplished something’” (Adult Interview # 7).
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OBJECTIVE 6. TO INCREASE ALTERNATIVES TO GANG
INVOLVEMENT
With the Hip Hop Project, CCAP wanted to design an innovative arts-based and youth
inclusive alternative to gang involvement and violence (See inner circle of Figure 2).
Through the careful recruitment of mentoring artists, instructors, and staff for the
project, CCAP hoped to create an environment at Crossing which fostered a sense of
belonging and social inclusion.
Schissel (2002) and other critics of media discourse on gangs and violence point out
that there is an overemphasis on youth attraction to a deviant lifestyle and that it lacks
a broader contextual analysis of social and economic factors (qtd. in Comack 2008,
49). A number of recent studies address the importance of understanding gang
affiliation in a broader social, economic, and historical context. Deane et al. (2007)
argue that “in a context of poverty, dislocation, and social exclusion, gang membership
has become a source for achieving social solidarity and a sense of belonging” (qtd. in
Comack 2008, 49). Referring specifically to Winnipeg, Comack et al. emphasize that
“the deep deterioration of family and community in the North End and broader inner city
is a cause of street gangs and their activities” (2009, 15). Within the context of
colonization, Fontaine writes that “Aboriginal gangs are not what the dominant white
society socially constructs them-a malignant and deviant horn in the side of a so-called
upstanding, productive, middle-class, Christian civilization. Rather, Aboriginal gangs
are the result of the colonial experience and context in contemporary Canada”
(2006,114).

What did the Youth Interviews Indicate about the Hip Hop Project as
an Alternative to Involvement in Gangs and Violence?
A number of youth participants felt that Crossing Communities gave them an
opportunity to consider the various paths or possibilities in their lives. This youth
explained that “everyone’s a good person here. Like the people here, they are here
‘cause they know what they are doing with their life” (Youth Mid-Interview # 1). At the
same time, this youth observed that “people who are gone… like you may not know
what I talking about, but they’re gone ‘cause they think they have bigger things going
on like drug dealing or whatever…..Yeah, coming here instead of staying home and
trying to sell a bag of weed. That’s something” (Youth Mid-Interview # 1). Another
youth specifically referred to the Hip Hop Project as an alternative to involvement in
gangs. He pointed out that “I think [the Project] is really nice. I think that they should
have another one. Hopefully! You know, this is good, especially for people that, you
know, people that used to be in gangs or something. They could come and check this
out, you know, see how much fun it is and keep them off the streets, and yeah” (Youth
End-Interview # 5).
Another youth participant expressed concern about newcomers being recruited
into gangs. She saw “a lot of people, newcomers just going to gangs and stuff, like I
kinda get p____ off cause, you know, a lot of kids are going; they’re putting themselves
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in danger like situations-guns; they’re young, and they’re holding guns, killing each
other, and like, they’re crazy! They need some help” (Youth End Interview # 8). This
participant felt that they needed to take “that energy, [their] anger” and redirect it more
positively. She felt that the project helped her when she was “having a hard time at
home… “It’s easy for me to come here and relax and do the programs and come
home,” and it “showed me about who I am” (Youth End Interview # 8).
In addition to the interviews, we studied the youth’s spoken words or poetry for
central themes, especially as they related to the capacity of the Hip Hop Project to
serve as a model of community building and as a deterrence to gang involvement
and violence. A central theme that emerged from the youth’s poetry and rap lyrics was
the ever present invitation on the streets to become involved in drugs, and, by contrast,
their preferred response of writing poetry, creating musical compositions, and
performing as an alternative to the streets. The following are representative excerpts
from the youth’s poetry which was recorded in full in the Winnipeg Child performance
program.
From “Dreams,” one of the youth composers addressed the dangers and
temptations of the streets:
I gotta take what I have and thankful for what I’m given,
Gatta keep this floew go’n, cuz you know I’m straight ripp’n
And people in tha back crunked and still sipp’n.
Chicks on the corner and you know they be trick’n.
Homies outside ask’n if I got chip ins,
I say hell no I don’t do that shit nor more.
Some youth told stories about their experiences and struggles as new
immigrants and how their expectations of settling in Canada were not realized.
They spoke of their poverty, hunger, and the need to be strong to resist gang
involvement. In “The Reason Why,” one youth wrote:
Came a long way, sweating, struggling
From a struggle, and
Used to be a trouble kiddo, I don’t wanna be the troubled man
As a child I never had a sweet life
I guess that is just a destiny
Cuz I had to live the street life…
Now when I rap, can you hear the confidence in my voice?
Can you see it in my eyes?
Cuz I see it in my choice, to be or not to be the gangsta,
That’s a question, that’s a God testing.
Mama, sorry if I ever made you cry
Daddy, sorry if I’m the reason why
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Bro I’m happy you’re not like me
And me? I wanna be free.
Hungry stomach, no choice,
Broken hope, no voice, no opinion
On the streets chillin
And I’m sorry for those those kids killing
Mama, sorry if I ever made you cry
Daddy, sorry if I’m the reason why
Bro I’m happy you’re not like me
And me? I wanna be free.
A study of the youth’s poetry throughout the Hip Hop Project revealed the reality
of their lived experiences and their views about racism, discrimination, and social
injustice. One clear illustration of one youth’s experiences with racism is found in “The
Truth:”
It all comes when people take the matters into their own hands,
Police agree’n racism wins again.
Another case popp’n, native stopp’n hate’n on our kinda people.
We the same colours don’t mean shit.
We all equal when it comes to live’n free, we should be free
…Who’s mentioned when we talk about the booze, fights, drugs or dope addicts,
The same people that are fighting for their lives.
Understand that we aren’t about ourselves
If you can’t let us be sett’n and move’n back n forth from W-P-G to rez nations.
Keep face’n, imma meet my destination, help or not.
I keep race’n still sitt’n on the basics, really,
I like to ask when I make it,
What does it take for people to stop being so damn racist.
In this poem, “The Truth,” the youth also spoke about his desire to end racism, the need
to understand different cultures, and to bring about social change in the community.
Ever since the day started, I was thinking in my head,
How is all this shit ever gonna end.
Most people hated cuz the colours,
We all sista’s and brothers with different mothers,
But we call ourselves friends.
Guilty or innocent racism shouldn’t work,
Feelings hurt, take some time to think about life on earth
Gotta understand what cultures really are.
To me we all human, think you took it too far. ….
We came to make change, can you see it through your eyes?
Life’s what we make, one day everyone will realize.
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The following spoken word poem, “What Does It Mean…” expresses a youth’s
feelings and experiences about having an Aboriginal identity:
What does it mean to be aboriginal?
To think life has no cause, breaking the crown laws, end up doing time, guilty
behind bars.
Your life not mine,
But ask yourself, what does it mean to be aboriginal? …
To be lost from the genocide, which our government loves to deny.
You and I know those hell schools the government made wasn’t too long ago.
Forbidden to practice our teachings, beaten to death for native tongues who
speaking.
What does it mean to be aboriginal?
To be looked at as a criminal, to be ashamed if you wasn’t traditional?
What does it mean to be aboriginal?
Giving love, sharing shelters
To respect those who passed the teachings on to our elders…
I want to become aboriginal, to practice my beliefs.
The hunters, the warriors, the medicine men, the grandfathers, and the chiefs.
No mo guns, drugs, and crime, and no more police.
Creator take me home, megwetch for my strength on the poem.
I’ll never know unless I look.
What does it mean to be aboriginal?

In the final rap lyrics of the performance, the youth came together to ask the
audience to join them in moving forward to a future that is inclusive. The following
is an excerpt from this poem, “Together Together:”
What’s wrong with da world?
People keeping dying,
People keeping lying
Even you see da kids crying.
I wanna live my life, no tears, no more fears.
Just like a king ‘N an had a big dreams
Da whole world will unite as a team.
No more flames,
No more gangs games
And da smile in every child.
If you had a big dream, never give up ,
Never let da people
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Take you back were you at
Cuz your hands in my hands into da promise lands.

What do the Adult Mentor Interviews Indicate about the Capacity of
the Hip Hop Project as an Alternative to Gang Involvement and
Violence?
One adult mentor spoke of the negative public stereotypes about youth and the
community’s lack of recognition that youth wanted opportunities and
alternatives to gang life. She explained:
I think it’s so easy to judge someone who is different from you as being a
negative in your environment. Like saying, the youth are the problem. And then
for the youth to be able to communicate that they wanted...They wanted peace.
They wanted to work together. They wanted racism to stop. They wanted to
have other opportunities; they didn’t want to be stuck in a place where drugs
were the predominant opportunity or predominant means of communication or of
coping…They wanted something else, but how do they get there, how do they
move from where they were? Or, immigrant youth talking about the frustration at
being hungry in his country and then coming here and being hungry and still not
having any opportunity. Gangs are presented as an opportunity to the youth,
and, you know, that you would much rather have another choice, but if you don’t
have that other choice, then what do you do? Your family’s hungry. You don’t
have an opportunity, and it really takes relatively little to make another
opportunity like this project. I mean the amount of dollars it cost, the amount of
staff it took, as compared to how many dollars it would cost to put someone in
prison. I mean it’s really a much cheaper alternative (Adult Mentor # 2).
In another interview, the adult mentor considered the potential of the Hip Hop
Project as an alternative to gang involvement and violence. She observed that:
If it’s a future of crime and addiction and poverty, that can become a self-fulfilling
prophecy. They can just continue down that road. This has shown them an
alternative. You show someone that there is an alternative, and I mean they
want to build a life of value, right? It just makes sense to me, and like after the
studies that have been done about, like after school hangouts, and how that
makes the street safer. Well to me, that’s great, have them, hang out together
but this provides them with a skill set and experience that they’ll use for life. This
provides them with education, and not only that, but the knowledge of their own
potential and the resources to develop it, and I’m like, it is crime prevention. It is
crime prevention because really there’s not too many who offer them the
alternative” (Adult Mentor Interview # 4).
The adult mentors also observed the positive impacts of the project on the
youth’s families. One mentor pointed out that “their parents even said, you know, that
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I’m glad that he’s coming here six days a week 'cause it keeps him out of trouble, you
know. They were open about that. We knew they were doing things that they shouldn’t
be doing, and telling us they were doing things that they shouldn’t be doing, right, and
the focus became more like, ‘We’re going to do this show as opposed to, you know, I
need to go meet my drug dealer…’” (Adult Mentor Interview # 5).

CCAP’s Artistic Director’s Postscript including Future
Directions/Unexpected Outcomes/Lessons Learned
In 2005, I travelled to Brazil to research community art projects with People’s Palace
Projects and found that in Rio de Janeiro there was an innovative Hip Hop project for
youth. Young people, who were involved in warring gangs in the outlying favela’s, met
together in Rio to produce a hip hop dance project. Through this project, they found a
means to develop skills in order to live outside of the gang economy and developed
empathy and support for each other. I thought, if this can work in the more violent
situation in Brazil, (I was chaperoned into the favela’s past machine gun armed
guards), then why not in Winnipeg? It took years to gather the funds and partner
support to make the youth Hip Hop Project a reality, but when it finally came together,
the impact on the youth far surpassed our expectations with the youth performing with
amazing depth and skill on April 3, 2009.
Youth were involved in developing the project from initial pre-project small group
consultations. They were asked if they would be interested to do a project like this, and
their response was positive but wary. Why would we do this? A short one-week youth
Hip Hop music workshop in a remote Northern Manitoba community showed the staff
at CCAP that youth wanted to participate in these workshops, as they came out for the
full five days of the workshops, getting up early and completing a music video that
voiced their strong desire for a good education. The staff in the Hip Hop project met
with youth informally throughout the project over meals, taking breaks together, driving
youth to and home from the project. This informal contact was well suited to the youth,
as they let staff know what was and what was not working. We also had formal
meetings to discuss specific points in the project, such as the evaluation, and youth
gave their input during these meetings. It was important to include both formal and
informal meetings to ensure that all the youth participants felt comfortable to offer their
viewpoints.
While we anticipated that the youth would become involved in the project, their talent
and personal growth exceeded our expectations. Another unexpected outcome was
that the youth requested to bring their younger siblings to the project. We made room
for these children in the daily routines, and the other participants welcomed them and
saw them as an asset to the project. Some of the youth who were originally in the
project did drop out, but the ones that stayed became more and more committed over
the twenty weeks. The Point System was developed about mid-way in the project and
was the best means to show them and us what they were achieving. In future projects,
we would have this Point System established from the outset of the project as it gave
the youth a clear picture of their progress.
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The greatest challenge to starting and completing the Hip Hop Project was acquiring
adequate funding. While many community partners recognized the impact the Hip Hop
Project had on the youth, there is a need to understand why this project has a higher
budget than a drop-in centre for youth. The costs to run a multi-media art project like
this one with highly trained professional artists working with small groups of youth is
more than what it might cost to run a drop-in centre, but the positive impacts on youth
are considerably greater.
A wonderful and unexpected outcome was that we were awarded funding to hire the
youth for the summer so that they could perform in community events and train other
youth. This was an invaluable opportunity for the youth to continue training and to see
their potential as youth trainers in the arts.
Another challenge was to find the best means to evaluate the Hip Hop Project. We
originally considered hiring a local company to evaluate the project but found that their
focus was not on asking the questions we considered most important, such as, how
are the youth growing in their attachments to the community through this project, and
how is the community welcoming them? We really wanted to understand what the
project meant to the youth, how they used it to grow and connect with the community,
and what it’s future potential was to support youth after the completion of the
performance. As a result of meetings with CCAP board and staff, the decision was
made to structure a participatory evaluation team to analyze these kinds of questions
in depth and to use this model in the evaluation.
A challenge directly related to the project was transportation. There were various
transportation reasons why youth had difficulty attending workshops, and the Hip Hop
coordinators often used their own vehicles to pick up the youth and drive them home
after the project. What was needed was a van dedicated to the project to transport
youth in larger groups, as the amount of time coordinators spent driving small groups
and using their own cars was difficult. We approached a local car dealership to
sponsor a van, but they did not respond.
We began the project with many community performances and workshops to connect
with partner organizations and youth in the city. In the intensive training, we worked
most closely with IRCOM, a nearby centre for new immigrants, and NDINAWE, a
youth resource centre. In the future, we would work more closely with a small group of
partners right from the beginning rather than initiate the project at so many community
centres.
All of the adult mentors gave so much of themselves to make the Hip Hop Project a
success. Our partner, Winnipeg’s Contemporary Dancers, and their Artistic Director
brought the youth to optimum potential in the final performance. The Award’s
Ceremony after the performance left us all feeling like we had been a part of
something that really could bring people together. Everyone who was there felt how we
had been impacted by each other, and the audience at our performance that night was
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cheering and in tears at seeing the youth of our city speak from their hearts. The
biggest challenge continues to be how to raise funds for projects like this that develop
the potential of young people who are undoubtedly our future.
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Appendix 1 BIOGRAPHIES OF EVALUATION TEAM MEMBERS
Edith Regier, is the founder and artistic director of Crossing Communities Art Project.
She is also the founder of the Portage Art Project (1995-99) to collectively make and
exhibit artwork with imprisoned women and co-founder of DepArtures a program for
inner-city youth to make art in a non urban environment. Edith developed the Hip Hop
project in consultation with CCAP staff, board, youth participants and local and
international partners. She is one of the chief co-investigator in this participatory end of
project evaluation.
Cathy Fillmore is an associate professor in the Sociology Department at the University
of Winnipeg. Her research involves participatory community-oriented projects that focus
on social justice for marginalized and disenfranchised groups, including youth and
women at risk of criminalization. While she served in an advisory capacity in the early
stages of the evaluation of the Hip Hop Project, she assumed an active role in April
2009 when she joined Edith Regier as one of the chief co-investigators for the end of
project evaluation.
Serena Ehrmantraut is a University of Winnipeg graduate in Criminal Justice Studies
and Sociology and youth co-ordinator at CCAP. She is interested in a career in law.
Serena was an active member of the research team throughout the evaluation from
November to August 2009 and also served as one of the research assistants and coinvestigator of the project evaluation.
Charlotte Fillmore-Handlon is a student in the Masters of Arts program in English with a
focus on cultural studies at the University of Winnipeg. Her research interests are in the
area of popular culture, in particular, youth cultural practices and production. Initially,
Charlotte was a volunteer with the Hip Hop Project at the outset of the intensive training
period in November 2008 and became actively involved as a research assistant from
January to August 2009. Charlotte was a co-investigator of the project evaluation.
Jori Thordarson, PhD candidate at the University of North Dakata, and former
researcher with Pro-Active Information Services provided important assistance in the
preliminary phase of the research design.
Stephanie Scott, has spent over a decade working for the film and television industry in
Canada for the Aboriginal Peoples Television Network, National Film Board, Canadian
Broadcasting Corporation, & W. Today she works as an Independent Producer, and
Project Coordinator with Crossing Communities Art Project which allows her to share
her production experience with Aboriginal peoples, women and youth in Northern
Manitoba and the City of Winnipeg.
Pat Aylesworth, has worked with Crossing Communities as the video intern for the past
five years. In addition she is a practicing multi-media artist and continues to share her
knowledge with women and youth.
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Alison Davis, holds a BFA in film animation from Concordia University. She has been
the new media coordinator since 2005. In addition to her work at Crossing
Communities Alison also pursues her own artistic practice as an animated filmmaker.
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