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ABSTRACT

Indonesia’s 22.5 million persons with disabilities face multilayered exclusion, such as physical,
communicative, attitudinal, and systemic, resulting in low labor force participation (49,2%). While
social entrepreneurship has emerged as a strategic mechanism for inclusive participation, the specific
role of communication management in art-based disability empowerment remains underexplored,
creating a critical gap between theory and practice. A qualitative multiple case study was conducted at
two Bandung-based social enterprises. Tab Space (technology-oriented, providing platforms for artists
with disabilities) and PUKA (culturally-oriented, adapting traditional Sundanese arts for diverse
disabilities), from February to July 2025. Data were collected through in-depth interviews,
participatory observations, and focus group discussions with 10 informants. Data analysis was done
using thematic analysis with the help of NVIVO 15 software. Analysis identified two core dimensions:
Brand Awareness (175 coding references), dominated by Brand Recognition (39%) and Brand Recall
(34%); and Communication Management (98 coding references), led by Interpersonal Communication
(36%) and Competence (25%). PUKA employs a “product-first” strategy, while Tab Space adopts a
“personal-adaptive” approach. Multi-level challenges were identified, spanning microsystem emotional
dynamics to macrosystem cultural stigma. The study introduces the Integrated Model of Inclusive
Communication for Social Entrepreneurship (IMCSE), synthesizing asset-based communication, multi-
level engagement strategies, and a paradigm shift from charity-based to rights-based communication,
social entrepreneurship theory, and disability studies within the Indonesian art context. IMCSE
recognizes people with disabilities as equal partners in the inclusive social entrepreneurship
ecosystem.

Keywords: disabled artists, disability empowerment, IMICSE model, inclusive communication, social
entrepreneurship

INTRODUCTION

The urgency of addressing disability empowerment is rooted in a long history of
structural exclusion (Oliver, 1990). The case for empowerment arises from long-
standing social exclusion (Shakespeare, 2013). People with disabilities are
disproportionately exposed to poverty, unemployment, and social stigma that
compound one another. In Indonesia, deeply embedded cultural stigma, including the
perception that disability is a result of spiritual transgression or personal misfortune,
continues to shape public attitudes and institutional responses (Indarti et al., 2024).
This stigma translates into tangible barriers: access to education, vocational training,
and public spaces remains severely limited. Studies show that persons with
disabilities in Indonesia are far less likely to complete secondary education and far
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more likely to be employed informally or not at all. The empowerment of people with
disabilities, therefore, requires addressing not only material conditions but also the
communication environments, social narratives, and organizational cultures that
continue to reproduce their marginalization. Empowerment, as understood in this
research, is not merely about involving people with disabilities in activities; it
encompasses their transformation into active agents who exercise autonomy, define
their own narratives, generate economic value, and participate as equals in social and
cultural life (Hein & Ansari, 2022). This includes concrete forms such as art exhibition
participation, income generation from creative works, collaborative decision-making
within organizations, and community advocacy, dimensions that this study documents
empirically.

Amid these pronounced economic participation challenges, the creative economy,
particularly within the arts sector, has emerged as a promising avenue for inclusive
empowerment. Data from the Ministry of Tourism and Creative Economy (2022)
highlights the performing arts and fine arts subsector contributing approximately
2.8% to Indonesia's national creative economy GDP. Although seemingly modest, this
subsector reveals substantial potential, particularly in fostering empowerment
through inclusive cultural and artistic engagement. Nevertheless, the journey toward
genuine inclusion within the arts faces considerable barriers beyond the often-
discussed physical accessibility issues. Rodrigues emphasizes that communication,
informational, social, and attitudinal barriers pose even more significant obstacles,
further complicating efforts to achieve authentic inclusion in artistic spaces and
organizations (Rodrigues et al., 2022).

Against this backdrop, social entrepreneurship has increasingly emerged as a
strategic mechanism to bridge the gap between marginalized groups and meaningful
social inclusion. This approach merges social missions with sustainable business
practices, distinctively fostering inclusion through innovative, market-driven
solutions. However, despite its potential, social entrepreneurship is not without risks.
Mauksch and Dey’s research provides valuable caution, revealing how market-
oriented strategies, while facilitating economic participation, can inadvertently create
subtler forms of exclusion if not managed inclusively (Mauksch & Dey, 2024).
Conversely, optimistic perspectives from other studies offer encouragement. Kriiger
and David, for instance, illustrate the transformative impact entrepreneurship
education can have on empowering individuals with disabilities by not only enhancing
their practical business skills but also fostering greater self-confidence, autonomy, and
self-determination across various life contexts (Kriiger & David, 2020).

Integral to achieving authentic empowerment and inclusion is effective and
inclusive communication management. Inclusive communication extends significantly
beyond mere technical accessibility; it necessitates authentic representation, active
participation, and meaningful engagement within organizational contexts (Wolfgruber
et al,, 2022). Subsequent studies further reinforce the essential link between inclusive
communication practices and overall organizational engagement, particularly
highlighting the effectiveness of inclusive leadership frameworks that integrate open,
accessible, and transparent communication (Ashikali et al., 2021).

The selection of Tab Space and PUKA as research sites is not incidental but
theoretically and empirically motivated. Both organizations operate in Bandung,
Indonesia's third-largest city and a recognized hub of creative and cultural industries,
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yet they embody distinctly different approaches to inclusive communication. Tab
Space represents a technology-driven model that employs digital accessibility tools
and adaptive artistic platforms, while PUKA represents a tradition-based model that
draws on local Sundanese cultural heritage as a vehicle for disability inclusion.
Together, they offer a complementary contrast that enables a richer, more
comprehensive understanding of inclusive communication strategies across different
organizational philosophies. Furthermore, both organizations were identified through
a preliminary mapping of disability-oriented social enterprises in Bandung as
demonstrating sustained operational engagement with artists with disabilities over a
minimum period of three years, active community partnerships, and documented
empowerment outcomes, criteria that make them exemplary cases for in-depth
analysis.

Recognizing and responding to these complexities, the current study specifically
investigates inclusive communication management within two distinct yet
complementary social enterprises in Bandung, Indonesia: Tab Space and PUKA. Tab
Space, established in 2019, exemplifies a technology-oriented empowerment
approach, integrating adaptive technologies with contemporary artistic practices to
foster inclusive creativity among artists with disabilities. Notably, Tab Space has
spearheaded several innovative initiatives, such as the Digital Art Accessibility Lab,
Inclusive Performance Series, and expansive Community Outreach Programs. These
initiatives have successfully established partnerships with more than 25 arts and
technology institutions, actively empowering and serving over 200 artists with
disabilities from diverse backgrounds.

Conversely, PUKA (Pulas Katumbiri), embodying a more culturally-oriented
model, offers an alternative approach grounded in local heritage. Since 2020, PUKA
has operated a fully accessible cultural center in Bandung, emphasizing the adaptation
and preservation of traditional Sundanese arts through methodologies tailored
specifically for diverse disabilities. Notable programs include the Adaptive Angklung
Ensemble, Cultural Heritage Documentation initiatives, and Traditional Sundanese
Arts Adaptation Workshops, demonstrating exemplary practices in inclusive cultural
engagement. To date, PUKA has effectively trained more than 120 artists with
disabilities and over 65 inclusive art instructors. Furthermore, the organization
actively advocates for inclusive cultural policy reform at both regional and national
governmental levels, solidifying its influence within the cultural sector.

The intentional and strategic selection of Tab Space and PUKA provides a
comprehensive and comparative exploration of inclusive communication practices,
capturing both technological innovation and cultural preservation approaches within
the creative city's vibrant ecosystem. Specifically, this research aims to: (1) critically
analyze the practical implementation of inclusive communication management within
these distinct social entrepreneurship models, (2) identify and deeply explore
challenges and barriers impeding effective inclusive communication, (3) evaluate the
direct impact of inclusive communication strategies on enhancing social agency,
autonomy, and meaningful participation among artists with disabilities, and (4)
develop the Inclusive Management of Communication in Social Entrepreneurship
(IMICSE) model.

The IMICSE model does not emerge from nowhere, nor is it an arbitrary
theoretical construct. Rather, it is the product of systematic inductive analysis of
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empirical data from both organizations, interpreted through a synthesized theoretical
lens that integrates Inclusive Organizational Communication Theory (Putnam et al,,
2017; Mumby, 2013), Social Entrepreneurship Theory (Dees, 2011), and Disability
Studies, particularly Asset-Based frameworks (Mauksch & Dey, 2024) and the Social
Model of Disability. The model is grounded in observed organizational practices,
interview data, and thematic patterns identified through NVivo analysis. Its
formulation addresses a specific gap in the literature: the absence of a theoretically
coherent and empirically grounded framework that simultaneously addresses
communication management, disability empowerment, and the institutional dynamics
of arts-based social enterprises. The convergence of these theoretical traditions, none
of which, in isolation, fully explains the phenomenon studied, is the exit problem of
this research: what model of inclusive communication can adequately account for the
complexity of empowering artists with disabilities through arts-based social
entrepreneurship?

The conversation about the role of communication in creating a truly inclusive
environment is now increasingly being discussed in the world of organizational
research. Wolfgruber et al, (2022) offers insightful and surprising findings:
employees who feel less engaged are demanding more communication, both formal,
informal, and hybrid, about Equity, Diversity, and Inclusion (EDI issues) compared to
those who already feel very involved. These findings are particularly relevant when
we talk about people with disabilities who often face layered barriers in accessing
organizational communications.

Ashikali et al,, (2021) further strengthens the argument for the importance of
communicative leadership. Splitter et al., (2024), found that employees often fail to
gain the CEQ's attention not because of a lack of ideas, but rather because of a lack of
discursive competence to integrate their operational knowledge with Corporate
Themes. Apparently, "entrepreneurial doings" guided by the ideal of empowerment
can produce new and subtle forms of exclusion. These findings remind us that good
intentions alone are not enough without a deep understanding of the complexities of
disability issues (Mauksch & Dey, 2024).

However, not all studies show pessimism. A study provides a more optimistic
perspective through its study (Sari et al.,, 2024). Other studies further enriched the
discussion by developing an IEEPD (Inclusive Entrepreneurial Education for Persons
with Disabilities) framework that integrates social innovation approaches (Kriiger &
David, 2020). A more cautious perspective through an analysis of work integration
social enterprises (WISEs) identifies that while WISEs have the potential to be
"vessels of empowerment”, there is a risk of deflection from broader mainstream
policies (Chui et al., 2023). In the other hand, the art world offers a unique dimension
in disability empowerment (B. Lee & Jenifer, 2025). Critical ethnographic research in
South Africa shows the transformative potential of performing arts (le Roux et al,
2021). Contact with the performing arts provides important skill development and
social opportunities (Pickard, 2021). Complementing this picture, an APRE (Access,
Participation, Representation, Empowerment) framework that conceptualized four
dimensions of social inclusion barriers that need to be changed by arts organisation
management by identifying social inclusion barriers (Collins et al., 2022).

Research in the Indonesian context shows unique characteristics. Indarti et al.,
(2024) identifies the unique characteristics of Indonesian social entrepreneurs:
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passionate, compassionate and highly empathic, creative and innovative, risk-taking,
resilient and perseverant, flexible and adaptable, proactive and well-connected, and
able to mobilize. By using online methods with the support of sign language
interpreters, they showed a significant improvement in the entrepreneurial
knowledge aspect of the participants (Sari et al., 2024).

Based on this comprehensive literature review, several significant research gaps
were identified. Existing study has yet operationalized how inclusive communication
functions as a strategic mechanism within a social entrepreneurship framework for
disability communication-driven empowerment models. Second, empirical evidence
on the specific mechanism of inclusive communication in organizational settings
remains sparse, particularly in the Global South. Existing studies are predominantly
situated in the Western European context (Wolfgruber et al., 2022; Hein & Ansari,
2022; Collins et al,, 2022), and the single Indonesian study identified (Indarti et al,,
2024) focused on entrepreneurship outcomes rather than communication processes.
This geographic and contextual gap limits the transferability of existing frameworks to
Indonesian social enterprises, where cultural dynamics, regulatory environments, and
disability perceptions differ substantially. While the arts have been recognized as a
vehicle for disability (Le Roux et al., 2021; B. Lee & Jenifer, 2025; Collins et al., 2022),
these studies examine access and participation without developing a replicable
communication model. The specific communicative strategies through which art-
based social enterprises build brand identity, manage internal inclusion, and sustain
empowerment narratives remain theoretically uncharted. This gap is particularly
evident in the absence of any model that integrates brand communication with
disability empowerment at the organizational level. Fourth, and equally critical, the
sustainability dimensions of inclusive communication initiatives remain largely
unexplored. Studies such as Chui (Chui et al., 2023) and Hein & Ashari (Hein & Ashari,
2022) have raised concerns about the risks of structural dependency and benevolent
marginalization in disability-focused organizations, yet no empirical study has
examined how communication strategies contribute to or undermine the long-term
economic and social sustainability of such enterprises. Addressing this gap is
essential, as sustainability constitutes a foundational prerequisite for genuine
empowerment rather than temporary inclusion.

This research is built on the integration of three main theoretical perspectives
that interact with and reinforce each other. An Inclusive Organizational
Communication Theory developed from Putnam's work (Putnam et al., 2017) and
expanded with the perspective of Critical Communication Theory (Mumby, 2013)
which is also complemented by the inclusion model of Inclusion Theory (Mor Barak,
2005) as well as the perspective of Inclusive management, public participation &
collaborative decisions (Feldman et al., 2009). This theoretical framework positions
communication as a constitutive process that transmits information and shapes
organizational reality and power relations. Then, Social Entrepreneurship Theory
(Dees, 2011). This theory conceptualizes social entrepreneurship as an innovative
approach to addressing social problems through sustainable strategies. Key elements
include social mission, innovation, resource mobilization, and impact measurement
(Austin et al, 2006). In the context of art, this framework recognizes art as a
legitimate form of cultural expression and a powerful medium of social change. The
integration of these three theoretical perspectives provides a solid foundation for
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understanding the complexities of inclusive communication management in social
entrepreneurship, particularly in the context of disability empowerment through the
arts.

METHOD

This research is grounded in the interpretative paradigm. The decision to adopt this
paradigm aligns with calls for more nuanced, actor-centered research approaches in
organizational communication (Alharahsheh & Pius, 2020). Building on this
philosophical foundation, a qualitative approach was adopted to explore the 'how' and
'why' of inclusive communication practices. This approach is ideal for understanding
cultural and contextual nuances (Dhakal, 2022) and allows for rich exploration of
motivations and interpretations related to inclusive communication and disability
empowerment. Qualitative research allows in-depth exploration of intrinsic
phenomena in specific contexts (Rashid et al., 2019).

This study employed a multiple case study design, focusing on two social
enterprises, Tab Space and PUKA. A case study design is appropriate when exploring
contemporary phenomena in real-world contexts with limited researcher control over
events (Yin, 2013). It also enables within-case and cross-case analysis (Baxter & Jack,
2008), enhancing the transferability of findings. In addition, drawing on Stake’s
interpretive orientation, each case is treated as a bounded and contextually embedded
system, emphasizing complexity and experiential understanding (Stake, 1995). While
Yin provides the structural logic for multiple-case design, Stake’s perspective informs
the interpretive depth of case analysis in this study.

The study employed purposive sampling to select informants who could provide
rich, diverse insights. Criteria included stakeholder role, engagement level, and a
minimum of one-year involvement with the organization. A total of ten informants
were selected, balanced across both organizations. Table 1 below provides a summary
of informant characteristics. To refine sample depth, a snowball sampling element was
integrated; initial participants referred others who met the same purposive criteria,
maintaining rigor while allowing access to additional relevant informants. Data
saturation was achieved after the tenth interview, when no new codes or themes
emerged, confirmed through iterative coding and theme development using NVIVO's

query functions.
Table 1. Characteristic of Research Informants

NO INITIALS ROLE ORGANIZATION DURATION
1 D.N.A Founder PUKA Since 2017
2 AN.N Creative Team PUKA 2+ years
3 SA Finance & Administration PUKA 2+years
4 N.D.P Partner (SLB Teacher) External - PUKA Since 2017
5 LR Founder/Creative Director Tab Space Since founding
6 R.R.S Art & Program Director Tab Space Since founding
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7 AF Art Facilitator Tab Space 1+year
8 AA Artist with Disability (Neurodivergent- Tab Space 1+year
Autism Spectrum)
9 AS External Collaborator Arafura Media Design 1+year
10 ABG. Academic Expert University N/A

Source: Researcher’s Processed Result (2025)

Data were analyzed using thematic analysis, which identifies and interprets
patterns across datasets (Clarke & Braun, 2017). Thematic analysis is a method used
to analyze qualitative data that involves identifying and reporting patterns in a
dataset, which are then interpreted for their inherent meaning (Naeem et al.,, 2023).
Analysis proceeded through familiarization with data via repeated reading, initial
coding using NVIVO 15, development of nodes and themes, pattern identification
using query functions, and visualization for thematic mapping. NVIVO 15 facilitated
systematic data management, supported multiple data formats, and enabled
visualization of relationships between codes, which strengthened analytical rigor. To
ensure coding consistency, two researchers independently coded 20% of the dataset
(McHugh, 2012), achieving a Cohen's Kappa of 0.77, indicating substantial agreement.
Discrepancies were discussed and resolved collaboratively.

RESULTS AND DISCUSSION

This section presents the research findings derived from NVIVO-assisted thematic
analysis. The two main dimensions, Brand Awareness and Communication
Management, emerged inductively from the data. Initial open coding of interview
transcripts, FGD records, observation notes, and organizational documents generated
over 420 coded references across 12 preliminary nodes. Subsequent axial coding and
thematic clustering revealed that these nodes consistently coalesced around two
overarching thematic clusters: how the organizations build public recognition and
identity (Brand Awareness), and how they manage interpersonal and institutional
communication with and for artists with disabilities (Communication Management).
These two dimensions were thus not imposed a priori but arose from the convergent
logic of the empirical data, supported by theoretical resonance with Aaker's brand
equity framework (Aaker, 1991) and Kaye's communication management model
(Kaye, 1994). The following subsections present findings according to these
dimensions, followed by analysis of empowerment impact, dual strategy comparison,
implementation challenges, and theoretical integration through the IMICSE Model.

Brand Awareness Dimension: Building Inclusive Identity

The results of data analysis using NVIVO reveal two main dimensions that are the
backbone of the implementation of inclusive communication in the two organizations
studied. These findings provide a comprehensive overview of how inclusive
communication operates in the context of social entrepreneurship that empowers
artists with disabilities.
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Figure 1. Brand Awareness Dimension: Building Inclusive Awareness
Source: Researcher's Processed Results

Figure 1 shows the Brand Awareness Dimension with four key components. Brand
Recognition emerged as the dominant theme, accounting for 39% (68 references) of
all coded data in this dimension. This high proportion reflects the central role of visual
and product identities as primary gateways to public recognition of these
organizations and their artists. The finding is contextually meaningful: in arts-based
organizations, every visual output, an artwork, a performance, a digital post,
simultaneously functions as a communication product and as a representation of
organizational identity. This dual function is strategically deliberate. As articulated by
a PUKA creative team member, the organization consciously foregrounds artistic
quality over disability labeling: "We actually want to highlight the work itself, the
creativity of our friends with disabilities. Most audiences know PUKA for its colorful
products, not for the disability aspect, because we want to highlight work that truly
deserves appreciation” (A.N.N., Creative Team, PUKA). This approach creates a
distinctive visual signature that enables immediate identification among stakeholders,
a point confirmed by an external partner: "It is immediately recognizable, because
PUKA has its own distinctive characteristics compared to others. If you look closely,
there is always a vibrant color signature in every product” (N.D.P., Partner, Special
Education School). As one founder further explained: "When people see the artwork
and then find out it was made by someone with Down syndrome, their reaction
changes completely. That surprise is our most powerful communication tool" (PUKA
Founder, Interview, March 2024). Together, these accounts confirm that Brand
Recognition in this context operates not merely as visual familiarity, but as a carefully
constructed aesthetic identity that carries embedded empowerment messaging.

Brand Recall placed second, registering 34% (60 references), demonstrating
stakeholders' capacity to remember the organizations even without visual prompts, a
strong indicator that the organizations' empowerment narratives have been
effectively internalized. The high Brand Recall rate surpasses typical social enterprise
benchmarks, suggesting that disability-focused narratives may carry stronger
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retention power than general social causes (Austin et al., 2006). This likely stems from
the cognitive dissonance experienced when audiences encounter high-quality artistic
output of communities previously underestimated. The underlying narrative driving
this recall is explicitly articulated at the foundational level: "From the 'From Disability
to art-ability' narrative, the most important thing to emphasize is the increasing value
of the creative works of our friends with disabilities and their struggle for
employment after graduation. PUKA wants to show that people with disabilities have
great potential and deserve recognition” (D.N.A., Founder, PUKA). This narrative
anchoring explains why stakeholders retain memory of the organization beyond
visual cues, which they are retaining a value proposition, not merely a logo.

Top of Mind awareness stood at 21% (37 references), indicating a solid
positioning in stakeholders' minds when considering disability and arts issues. While
not yet dominant, this figure demonstrates that both organizations are recognized as
key references within the inclusive social entrepreneurship ecosystem. Finally,
Unaware of Brand constituted only 6% (10 references), pointing to a relatively high
level of organizational awareness, though this 6% also represents a remaining space
for strategic communication to reach untouched audiences

Communication Management Dimension: Humanistic Communication Structure

Analysis of 198 coding references in the Communication Management dimension
reveals a humanist communication structure anchored in relational and interpersonal
dynamics. Interpersonal Communication dominated with 36% (71 references),
confirming that in empowering people with disabilities through art, personal and
relational approaches are foundational. Interview data consistently highlighted that
facilitators and program coordinators in both organizations invest significant time in
understanding individual communication styles, emotional states, and disability-
specific needs before any artistic activity begins.

Communication
Management
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Figure 2. Communication Management Dimensions: The Humanist Foundations of Inclusive
Communication
Source: Researcher's Processed Results
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This relational investment is not incidental; it is the operational foundation from
which all other communication activities derive. As the Art and Program Director of
Tab Space described, the approach is deliberately personal rather than clinical: "We
don't have a psychology background, so our approach is more personal, like friends or
family. We try to transfer our knowledge as designers and creative industry
practitioners to our artist friends with disabilities, so they can also create" (R.R.S., Art
& Program Director, Tab Space). This friend-or-family framing is reinforced by the
organization's stance on empathy as a non-negotiable precondition for
communication: "If there is no empathy, communication simply cannot happen. Tab
Space does not want people to come here out of pity, so far they come because they
genuinely appreciate the work, and finding out it was made by neuro artists is a
bonus" (R.R.S., Art & Program Director, Tab Space). As one program coordinator from
Tab Space similarly reflected: "You cannot just give them a task and expect them to
engage. You have to first build a relationship, communicate at their pace, understand
their world" (Tab Space Coordinator, FGD, April 2024). This relational primacy aligns
with the principles of inclusive communication that prioritize respect for individual
uniqueness and building equal partnerships (Wolfgruber et al., 2022).

Competence followed at 25% (50 references), indicating widespread recognition
of these organizations' communication skills, encompassing not only technical
capacity but also the ability to translate inclusive values into tangible operational
practices. Crucially, this competence is not assumed but earned through repeated,
sustained engagement with artists. As Tab Space's founder noted: "People are
surprised we can work with neurodivergent individuals. But once you get to know
them and work together, they are not a major challenge anymore" (L.R., Founder, Tab
Space). This observation is significant: it reframes perceived communication difficulty
as a function of unfamiliarity rather than inherent limitation, positioning
organizational competence as the accumulated result of genuine relational
investment.

People in System accounted for 23% (45 references), reflecting organizational
awareness of the broader stakeholder ecosystem, from families and communities to
policy institutions and support agencies. Within this dimension, transparency
emerged as a critical mechanism for sustaining trust across the system. This is most
concretely illustrated in Tab Space's practice of full financial disclosure to families:
"Whenever we have a project, we never withhold information from the families, how
much the project pays, how much the artist receives, what Tab Space gets, we explain
everything. That is probably what makes families trust us and feel like they belong
here" (R.R.S., Art & Program Director, Tab Space). This practice operationalizes the
broader principle of inclusive stakeholder communication, demonstrating that
systemic trust is built not through institutional authority but through radical
openness.

The Self at 16% (32 references) captured the intrapersonal dimension of
communication that is particularly significant in the empowerment context, as
developing a strong self-concept and communicative confidence is itself a form of
empowerment for artists with disabilities. The most direct evidence of this dimension
comes from the artists themselves. When asked to describe their experience within
the program, one artist offered a response whose simplicity carries substantial
weight: "Comfortable and supported, facilitated" (A.A., Artist with Disability, Tab
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Space). This three-word articulation encapsulates what the broader communication
management framework is ultimately designed to produce, an internal state of safety
and agency from which authentic creative expression and self-development can
emerge.

Dual Strategy Implementation: PUKA vs Tab Space

Two distinct but complementary approaches emerged from the organizational
analysis. These approaches reflect fundamentally different philosophies of inclusion,
each responding to the specific characteristics of their communities and
organizational missions, yet both converging on the same commitment to asset-based
empowerment. PUKA's approach centers on visibility through artistic output,
positioning disability not as a limitation to be accommodated, but as a source of
creative identity to be celebrated publicly. This philosophy is articulated directly by
the organization's founder: "We want to highlight artability, their capability to create,
to be productive, and to produce products that are genuinely sought after by the
public. That is the core" (D.N.A, Founder, PUKA). Tab Space, by contrast,
operationalizes inclusion through economic participation and professional
recognition, embedding artists into value-generating structures where their
contributions are formally acknowledged and compensated. As a collaborating
partner observed: "Tab Space knows its positioning, neuro friends have their
positioning as artists, valued for their work, value, and output, where they receive a
profit-sharing arrangement from what they produce” (A.S., Collaborating Partner).
While PUKA foregrounds narrative and identity, and Tab Space foregrounds economic
agency and professional standing, both approaches share a foundational rejection of
charity-based models, insisting instead that empowerment must be demonstrated
through the market value of what artists create, not through institutional goodwill
alone.

PUKA: TAB SPACE :
PRODUCT-FIRST INCLUSIVE COMMUNICATION PERSON-CENTERED INCLUSIVE COMMUNICATION

PERSONAL
e
SURPRISE ADAPTIVE
EFFECT COMMUNICATION
COLABORATIVE
e
BRAND SOCIAL
NARRATIVE INTEGRATION

Figure 3. PUKA and TAB Space Inclusion Communication Strategy
Source: Researcher's Processed Results

Table 1. Comparison of Communication Strategies: PUKA and Tab Space

Aspect PUKA (Product-First) Tab Space (Person-Centered)

Strategic Focus Quality products made by PwDs Personalized communication per disability
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Communication Visual impact, surprise effect Adaptive, tailored to individual capacity
Style
Public Perception Reframes disability as capability Encourages empathy and long-term
Impact engagement
Brand Contribution Builds mass recognition and visibility Builds trust, loyalty, and community

Source: Researcher's Processed Results

Multi-Level Implementation Challenges

The study identified challenges across multiple ecological levels using
Bronfenbrenner's Social Ecological Model (Bronfenbrenner, 1981). These challenges
were not merely observed but documented through rich interviews and observational
data that reveal the structural and relational textures of inclusive communication
barriers. At the microsystem level, the most frequently cited challenge was the
difficulty in managing emotional dynamics during artist-facilitator interactions. Artists
with disabilities often bring complex emotional histories and heightened sensitivities
into communication encounters; facilitators noted that reading and responding to
emotional cues required specific training and patience that not all staff possessed. At
the mesosystem level, misalignment between organizational communication
strategies and family expectations emerged as a significant barrier. Families
sometimes interpreted the organizations' emphasis on artistic ability and commercial
viability as dismissive of the care needs of their relatives, creating tension that
required careful mediation. At the exosystem level, gaps in industry and policy-level
support for disability-inclusive practices, including a lack of accessible procurement
frameworks and inconsistent enforcement of disability legislation, limited
organizational capacity. This structural gap is compounded by a persistent public
literacy deficit regarding disability issues more broadly. As one member of PUKA's
creative team observed: "The challenge is that people in this country lack education
about our friends with disabilities. Some people who respond to our content about
disability issues react carelessly and insensitively” (A.N.N., Creative Team, PUKA).
Such responses place an additional communicative burden on organizations, which
must simultaneously manage public education and organizational reputation within
the same communication channels.

At the macrosystem level, prevailing cultural stigma and ableist social narratives
remained the deepest and most resistant challenge. As one informant from PUKA
described: "The hardest thing is not teaching them to paint, it's fighting people's
assumptions that they cannot paint at all" (PUKA Art Facilitator, Interview, February
2024). This assumption-based resistance is further complicated by widespread
conceptual confusion about the very meaning of inclusion. As an expert informant
noted: "Many people still do not understand what 'inclusive' truly means. Inclusive
means everyone, regardless of disability, gender, age, or background" (A.B.G., Expert
Informant). When the foundational concept remains contested or misunderstood at
the societal level, organizations face the additional task of building definitional
consensus before inclusive communication practices can even take root.
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Additional challenges included unrealistic stakeholder expectations regarding
artist capabilities and the ongoing need for specialized inclusive communication
training for staff. At the operational level, this manifests in the repeated
misidentification of organizational identity itself, a challenge that consumes
disproportionate communicative resources. As Tab Space's Art and Program Director
recounted: "Sometimes people come to Tab Space without reading about us first, some
think we are a foundation, some think we are a community. Their expectations vary
widely. So we often have to repeat the same information, even though it is already
available on our website" (R.R.S., Art & Program Director, Tab Space). This pattern
reveals a critical gap between organizational communication output and audience
reception, one that points not only to stakeholder awareness deficits, but to the
broader challenge of sustaining coherent organizational positioning in an
environment where public understanding of disability-inclusive social enterprise
remains fragmented

Empowerment Impact Outcomes

Three major transformative impacts were identified from the data, each evidenced
through concrete instances observed in both organizations. These outcomes represent
authentic forms of disability empowerment, not merely symbolic inclusion, but
substantive transformation of artists' agency, economic standing, and social
participation. The first, Self-Confidence Enhancement, was demonstrated through
increased artist participation in public exhibitions, media appearances, and
community events. Informants described observable changes in body language,
communication, assertiveness, and willingness to engage with unfamiliar audiences.
This confidence-building is not incidental but structurally designed into how both
organizations approach participation and recognition. Tab Space's founder described
the mechanism directly: "We support them to be confident in their work. The form is
through appreciation; if there is an event that all artists can participate in, we include
everyone, not just selected ones" (I.R.,, Founder, Tab Space). This principle of non-
selective inclusion ensures that confidence-building is experienced as a collective
norm rather than an individual reward, reinforcing the sense of belonging that
underpins sustained self-development. This sentiment is echoed by the organization's
Art and Program Director, who grounds the practice in a conviction of inherent artistic
worth: "We show that their work matters. We boost their confidence because they
genuinely deserve to be exhibited" (R.RS. Art & Program Director, Tab Space).
Together, these accounts confirm that Self-Confidence Enhancement in this context is
not a passive byproduct of participation, but an intentionally engineered outcome of
inclusive exhibition practices and affirming communication cultures.

The second, Economic Agency Development, was evidenced by income generation
from creative works; artists in both organizations reported selling artworks through
exhibitions, commissions, and collaborative projects, with some achieving sufficient
income to contribute to household finances. This aligns with Mauksch & Dey's
emphasis on asset-based empowerment through productive economic participation
(Mauksch & Dey, 2024). Crucially, this economic dimension is communicated outward
not merely as a transactional exchange but as an invitation to collective participation
in a broader inclusive economy. As one member of PUKA's finance and administration
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team articulated: "With purchasing our products, customers are not only getting a
physical item—they are participating in building an inclusive economy for our friends
with disabilities” (S.A., Finance & Administration, PUKA). This framing is strategically
significant: it repositions the consumer from a passive buyer into an active co-
contributor to social transformation, effectively extending the empowerment
narrative beyond the organization's internal community and into the marketplace
itself.

The third, Narrative Transformation, was visible in the successful shift in
stakeholder perceptions from charity-based to rights-based models, a shift that was
actively facilitated through strategic communication choices made by both
organizations, including framing disability not as a condition to be pitied but as a
source of a distinctive creative perspective. The economic communication strategy
evidenced above is itself a manifestation of this broader narrative transformation:
when customers are invited to participate in building an inclusive economy rather
than simply donating to a cause, the underlying logic of the transaction changes from
charity to contribution, from pity to partnership. This discursive repositioning
represents perhaps the most durable form of empowerment impact, as it reshapes not
only how artists see themselves, but how society is invited to see them.

This study revealed that inclusive communication in art-based social
entrepreneurship operates through two primary dimensions: Brand Awareness and
Communication Management, with Brand Recognition (39%) and Interpersonal
Communication (36%) emerging as dominant factors. The research identified dual
strategic approaches, which are product-first and person-centered, both effective in
different contexts, while uncovering multi-level implementation challenges spanning
from individual emotional management to societal stigma.

Analysis of 175 coding references in the Brand Awareness dimension (Aaker,
1991) uncovers interesting patterns. Brand Recognition dominates with a percentage
of 39%, indicating that in the context of art-based social entrepreneurship for disabled
people, visual and product identities are the main gateway to public recognition. This
is very relevant considering that art is a medium that relies heavily on visual and
aesthetic aspects. Social entrepreneurship organizations that focus on empowering
people with disabilities through the arts seem to have succeeded in creating an easily
recognizable identity, which is likely to reflect the values of inclusivity in every work
and product produced. It's not just about the logo or design, but rather how each
visual element tells an authentic empowerment narrative.

Brand Recall in second place, with 34%, shows the power of narrative embedded
in stakeholders' minds. The high Brand Recall rate (34%) surpasses typical social
enterprise benchmarks reported in previous studies, suggesting that disability-
focused narratives may have stronger retention power than other social causes
(Austin et al., 2006). This divergence likely stems from the emotional resonance and
cognitive dissonance created when audiences encounter high-quality artistic output
from marginalized communities. In the context of disability empowerment, the ability
of stakeholders to remember the organization without visual stimulus indicates that
inclusive messages have been successfully internalized. It demonstrates the
effectiveness of storytelling in communicating an authentic and meaningful
empowerment mission. Top of Mind with 21% indicates a fairly solid position in the
minds of stakeholders when they think about disability and arts issues. Although it is
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not yet dominant, this figure shows that the organization has positioned itself as one
of the references in the inclusive social entrepreneurship ecosystem. Interestingly,
Unaware of Brand is only 6%, indicating a relatively high level of awareness. However,
this 6% gap remains a space for developing a broader communication strategy to
reach untouched audiences.

Analysis of 198 coding references in the Communication Management dimension
(Kaye, 1994) reveals a humanist communication structure. Interpersonal
communication, which dominates with 36%, confirms that in empowering people
with disabilities through art, personal and relational approaches are the main key.
This aligns with the principles of inclusive communication that prioritize respect for
each individual's uniqueness and building equal relationships. Competence in second
place with 25% indicates that stakeholders have recognized the organization's
communication skills. In the context of social entrepreneurship, these competencies
concern technical communication skills and the ability to translate inclusive values
into tangible operational practices. People in the System with 23% indicate an
awareness of the importance of communication in the broader ecosystem. This shows
that organizations are focused internally and understand their role in complex
stakeholder networks, ranging from people with disabilities, families, communities, to
support institutions. The self with 16% shows a reflective dimension in
communication, which is especially important in the context of empowerment. Strong
intrapersonal communication is the foundation for individuals with disabilities to
build confidence and express creativity through art.

Communication as an Instrument of Empowerment

The linkage between these two dimensions reveals that inclusive communication in
art-based social entrepreneurship serves as a branding strategy and a fundamental
empowerment instrument. Strong brand awareness, especially in recognition and
recall, is a platform for developing humanistic interpersonal communication.
Therefore, a study stated that brand recognition is the ability of consumers to identify
a brand quickly, which is crucial for establishing a connection with them (J. W. Lee,
2024). The dominance of interpersonal communication, combined with high brand
recognition, shows that an inclusive communication approach has created a space
where art becomes a universal language that connects various parties regardless of
physical or cognitive abilities. This indicates that the social entrepreneurship model
studied has succeeded in creating an ecosystem that is economically sustainable and
socially transformative.

Dual Strategy Approach: PUKA vs Tab Space

The data shows two different but complementary approaches of the two social
entrepreneurs. PUKA implements a "product-first" strategy that creates a "wow
effect” when consumers know people make quality products with disabilities. This is
in line with the Social Model of Disability, which emphasizes focusing on abilities
rather than limitations. While Tab Space applies a more personalized and adaptive
approach, tailoring communication to each artist's disability spectrum. This approach
allows for more flexible adaptation to diverse communication needs. This
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complementary strategy aligns with the Social Model of Disability by emphasizing
abilities (PUKA) and the need for tailored inclusion (Tab Space). The implementation
of inclusive communication in both organizations reflects an Asset-Based
Communication Model that integrates strengths-first communication focusing on
artability rather than limitations, co-creation dialogue treating artists as active
partners in communication, an economic empowerment narrative emphasizing
economic contribution, and a social integration framework facilitating full
participation in society. This approach is in line with the findings of a study on
emancipation from benevolent marginalization, where inclusive communication
serves as a tool to empower rather than compassion people with disabilities (Hein &
Ansari, 2022).

Multi-Level Challenges in Implementation

The findings of the study revealed that the main challenge is the stigma and lack of
public education about the abilities of people with disabilities. Meanwhile, in the
performing arts, there are still obstacles to social inclusion that are set in people's
perceptions of the abilities of people with disabilities. Unrealistic stakeholder
expectations are also a challenge. The results of the interviews show that some
stakeholders lack understanding of the characteristics of artists with disabilities. In
addition, challenges also arise from internal social entrepreneurs, such as the need to
understand how to manage mood in communicating with artists with disabilities.
Human resources working in both institutions should ideally be provided with
inclusive communication training. They also need time in the process of adapting
personal communication with artists with disabilities. The study reveals layered
challenges categorized wusing Bronfenbrenner's Social Ecological Model
(Bronfenbrenner, 1981), operating at the microsystem (emotional dynamics),
mesosystem (family-organization alignment), exosystem (policy gaps), and
macrosystem (cultural stigma) levels. Concrete examples from case interviews
illustrate how misperceptions of artist capacity and unrealistic expectations hinder
inclusive communication.

Empowerment Impact: Multi-Dimensional Transformation

From the perspective of disability empowerment, both organizations have succeeded
in increasing the self-confidence of artists with disabilities through recognition, where
the work of artists with disabilities is appreciated in exhibitions and media. In
addition, an element of economic agency is shown through the income from the
artists' work, which is in line with Mauksch & Dey's opinion on economic
empowerment through an asset-based approach (Mauksch & Dey, 2024). The increase
in the confidence of artists with disabilities also arises due to their involvement in
events and collaborations with various parties. This, of course, strengthens their social
participation where the performing arts facilitate inclusion through the development
of communication skills, confidence, and social networking.

The study results show a transformative impact on stakeholder perceptions,
which further strengthens the idea that narrative-based communication can change
public perception from a charitable model to a rights-based model. The PUKA and Tab
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Space data show similar effectiveness in changing stakeholder perceptions. This, of
course, also has an impact on brand awareness. NVIVO's analysis showed the
effectiveness of inclusive communication in building strong brand recognition (39%),
indicating the success of visual and narrative communication strategies.
Empowerment is visible through three major shifts: self-confidence through
participation in exhibitions and media; economic agency through income from
creative works substantiating asset-based empowerment (Mauksch & Dey, 2024); and
narrative transformation as both organizations successfully shift stakeholder
perceptions from charity-based to rights-based narratives. This demonstrates that
inclusive communication is not merely representational but instrumental in reframing
social roles.

IMICSE Model: Inclusive Communication Integration

Based on data analysis and the synthesis of the latest literature, this study formulated
an inclusive communication model that integrates the Asset-Based Communication
Framework (Mauksch & Dey, 2024) and Multi-Level Disability Engagement Strategies.
This model describes that communication should emphasize the unique abilities and
contributions of people with disabilities, not limitations. The data shows the
effectiveness of PUKA's "product-first" approach in creating a surprise effect. Then
artists with disabilities are equal partners in the communication process, moving
beyond the virtuous marginalization towards true empowerment.

At the macrosystem level, prevailing cultural stigma and ableist social narratives
remained the deepest and most resistant challenge. As one informant from PUKA
described: "The hardest thing is not teaching them to paint, it's fighting people's
assumptions that they cannot paint at all" (PUKA Art Facilitator, Interview, February
2024). This assumption-based resistance is further complicated by widespread
conceptual confusion about the very meaning of inclusion. As an expert informant
noted: "Many people still do not understand what 'inclusive' truly means. Inclusive
means everyone, regardless of disability, gender, age, or background" (A.B.G., Expert
Informant). When the foundational concept remains contested or misunderstood at
the societal level, organizations face the additional task of building definitional
consensus before inclusive communication practices can even take root.

Additional challenges included unrealistic stakeholder expectations regarding
artist capabilities and the ongoing need for specialized inclusive communication
training for staff. At the operational level, this manifests in the repeated
misidentification of organizational identity itself, a challenge that consumes
disproportionate communicative resources. As Tab Space's Art and Program Director
recounted: "Sometimes people come to Tab Space without reading about us first, some
think we are a foundation, some think we are a community. Their expectations vary
widely. So we often have to repeat the same information, even though it is already
available on our website" (R.R.S., Art & Program Director, Tab Space). This pattern
reveals a critical gap between organizational communication output and audience
reception, one that points not only to stakeholder awareness deficits, but to the
broader challenge of sustaining coherent organizational positioning in an
environment where public understanding of disability-inclusive social enterprise
remains fragmented
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Empowerment Impact Outcomes

Three major transformative impacts were identified from the data, each evidenced
through concrete instances observed in both organizations. These outcomes represent
authentic forms of disability empowerment, not merely symbolic inclusion, but
substantive transformation of artists' agency, economic standing, and social
participation. The first, Self-Confidence Enhancement, was demonstrated through
increased artist participation in public exhibitions, media appearances, and
community events. Informants described observable changes in body language,
communication assertiveness, and willingness to engage with unfamiliar audiences.
This confidence-building is not incidental but structurally designed into how both
organizations approach participation and recognition. Tab Space's founder described
the mechanism directly: "We support them to be confident in their work. The form is
through appreciation, if there is an event that all artists can participate in, we include
everyone, not just selected ones" (I.R., Founder, Tab Space). This principle of non-
selective inclusion ensures that confidence-building is experienced as a collective
norm rather than an individual reward, reinforcing the sense of belonging that
underpins sustained self-development. This sentiment is echoed by the organization's
Art and Program Director, who grounds the practice in a conviction of inherent artistic
worth: "We show that their work matters. We boost their confidence because they
genuinely deserve to be exhibited" (R.R.S. Art & Program Director, Tab Space).
Together, these accounts confirm that Self-Confidence Enhancement in this context is
not a passive byproduct of participation, but an intentionally engineered outcome of
inclusive exhibition practices and affirming communication cultures.

The second, Economic Agency Development, was evidenced by income generation
from creative works; artists in both organizations reported selling artworks through
exhibitions, commissions, and collaborative projects, with some achieving sufficient
income to contribute to household finances. This aligns with Mauksch & Dey's
emphasis on asset-based empowerment through productive economic participation
(Mauksch & Dey, 2024). Crucially, this economic dimension is communicated outward
not merely as a transactional exchange but as an invitation to collective participation
in a broader inclusive economy. As one member of PUKA's finance and administration
team articulated: "With purchasing our products, customers are not only getting a
physical item—they are participating in building an inclusive economy for our friends
with disabilities” (S.A., Finance & Administration, PUKA). This framing is strategically
significant: it repositions the consumer from a passive buyer into an active co-
contributor to social transformation, effectively extending the empowerment
narrative beyond the organization's internal community and into the marketplace
itself.

The third, Narrative Transformation, was visible in the successful shift in
stakeholder perceptions from charity-based to rights-based models, a shift that was
actively facilitated through strategic communication choices made by both
organizations, including framing disability not as a condition to be pitied but as a
source of distinctive creative perspective. The economic communication strategy
evidenced above is itself a manifestation of this broader narrative transformation:
when customers are invited to participate in building an inclusive economy rather
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than simply donating to a cause, the underlying logic of the transaction changes from
charity to contribution, from pity to partnership. This discursive repositioning
represents perhaps the most durable form of empowerment impact, as it reshapes not
only how artists see themselves, but how society is invited to see them.

This study revealed that inclusive communication in art-based social
entrepreneurship operates through two primary dimensions: Brand Awareness and
Communication Management, with Brand Recognition (39%) and Interpersonal
Communication (36%) emerging as dominant factors. The research identified dual
strategic approaches which are product-first and person-centered, both effective in
different contexts, while uncovering multi-level implementation challenges spanning
from individual emotional management to societal stigma.

Analysis of 175 coding references in the Brand Awareness dimension (Aaker,
1991) uncovering interesting patterns. Brand Recognition dominates with a
percentage of 39%, indicating that in the context of art-based social entrepreneurship
for disabled people, visual and product identities are the main gateway to public
recognition. This is very relevant considering that art is a medium that relies heavily
on visual and aesthetic aspects. Social entrepreneurship organizations that focus on
empowering people with disabilities through the arts seem to have succeeded in
creating an easily recognizable identity, which is likely to reflect the values of
inclusivity in every work and product produced. It's not just about the logo or design,
but rather how each visual element tells an authentic empowerment narrative.

Brand Recall in second place with 34% shows the power of narrative embedded
in stakeholders' minds. The high Brand Recall rate (34%) surpasses typical social
enterprise benchmarks reported in previous studies suggesting that disability-focused
narratives may have stronger retention power than other social causes (Austin et al,,
2006). This divergence likely stems from the emotional resonance and cognitive
dissonance created when audiences encounter high-quality artistic output from
marginalized communities.In the context of disability empowerment, the ability of
stakeholders to remember the organization without visual stimulus indicates that
inclusive messages have been successfully internalized. It demonstrates the
effectiveness of storytelling in communicating an authentic and meaningful
empowerment mission. Top of Mind with 21% indicates a fairly solid position in the
minds of stakeholders when they think about disability and arts issues. Although it is
not yet dominant, this figure shows that the organization has positioned itself as one
of the references in the inclusive social entrepreneurship ecosystem. Interestingly,
Unaware of Brand is only 6%, indicating a relatively high level of awareness. However,
this 6% gap remains a space for developing a broader communication strategy to
reach untouched audiences.

Analysis of 198 coding references in the Communication Management dimension
(Kaye, 1994) reveals a humanist communication structure. Interpersonal
communication, which dominates with 36%, confirms that in empowering people
with disabilities through art, personal and relational approaches are the main key.
This aligns with the principles of inclusive communication that prioritize respect for
each individual's uniqueness and building equal relationships. Competence in second
place with 25% indicates that stakeholders have recognized the organization's
communication skills. In the context of social entrepreneurship, these competencies
concern technical communication skills and the ability to translate inclusive values
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into tangible operational practices. People in System with 23% indicate an awareness
of the importance of communication in the broader ecosystem. This shows that
organizations are focused internally and understand their role in complex stakeholder
networks, ranging from people with disabilities, families, communities, to support
institutions. The self with 16% shows a reflective dimension in communication, which
is especially important in the context of empowerment. Strong intrapersonal
communication is the foundation for individuals with disabilities to build confidence
and express creativity through art.

Communication as an Instrument of Empowerment

The linkage between these two dimensions reveals that inclusive communication in
art-based social entrepreneurship serves as a branding strategy and a fundamental
empowerment instrument. Strong brand awareness, especially in recognition and
recall, is a platform for developing humanistic interpersonal communication.
Therefore a study stated that brand recognition is the ability of consumers to identify
a brand quickly, which is crucial for establishing a connection with them (J. W. Lee,
2024). The dominance of interpersonal communication combined with high brand
recognition shows that an inclusive communication approach has created a space
where art becomes a universal language that connects various parties regardless of
physical or cognitive abilities. This indicates that the social entrepreneurship model
studied has succeeded in creating an ecosystem that is economically sustainable and
socially transformative.

Dual Strategy Approach: PUKA vs Tab Space

The data shows two different but complementary approaches of the two social
entrepreneurs. PUKA implements a "product-first" strategy that creates a "wow
effect” when consumers know people make quality products with disabilities. This is
in line with the Social Model of Disability which emphasizes focusing on abilities
rather than limitations. While Tab Space applies a more personalized and adaptive
approach, tailoring communication to each artist's disability spectrum. This approach
allows for more flexible adaptation to diverse communication needs. This
complementary strategy aligns with the Social Model of Disability by emphasizing
abilities (PUKA) and the need for tailored inclusion (Tab Space). The implementation
of inclusive communication in both organizations reflects an Asset-Based
Communication Model that integrates strengths-first communication focusing on
artability rather than limitations, co-creation dialogue treating artists as active
partners in communication, an economic empowerment narrative emphasizing
economic contribution, and a social integration framework facilitating full
participation in society. This approach is in line with the findings of a study on
emancipation from benevolent marginalization, where inclusive communication
serves as a tool to empower rather than compassion people with disabilities (Hein &
Ansari, 2022).
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Multi-Level Challenges in Implementation

The findings of the study revealed that the main challenge is the stigma and lack of
public education about the abilities of people with disabilities. Meanwhile, in the
performing arts, there are still obstacles to social inclusion that are set in people's
perceptions of the abilities of people with disabilities. Unrealistic stakeholder
expectations are also a challenge. The results of the interviews show that some
stakeholders lack understanding of the characteristics of artists with disabilities. In
addition, challenges also arise from internal social entrepreneurs, such as the need to
understand how to manage mood in communicating with artists with disabilities.
Human resources working in both institutions should ideally be provided with
inclusive communication training. They also need time in the process of adapting
personal communication with artists with disabilities. The study reveals layered
challenges categorized wusing Bronfenbrenner's Social Ecological Model
(Bronfenbrenner, 1981), operating at the microsystem (emotional dynamics),
mesosystem (family-organization alignment), exosystem (policy gaps), and
macrosystem (cultural stigma) levels. Concrete examples from case interviews
illustrate how misperceptions of artist capacity and unrealistic expectations hinder
inclusive communication.

Empowerment Impact: Multi-Dimensional Transformation

From the perspective of disability empowerment, both organizations have succeeded
in increasing the self-confidence of artists with disabilities through recognition where
the work of artists with disabilities is appreciated in exhibitions and media. In
addition, an element of economic agency is shown through the income from the
artists' work, which is in line with Mauksch & Dey's opinion on economic
empowerment through an asset-based approach (Mauksch & Dey, 2024). The increase
in the confidence of artists with disabilities also arises due to their involvement in
events and collaborations with various parties. This of course strengthens their social
participation where the performing arts facilitate inclusion through the development
of communication skills, confidence, and social networking.

The study results show a transformative impact on stakeholder perceptions,
which further strengthens that narrative-based communication can change public
perception from a charitable model to a rights-based model. The PUKA and Tab Space
data show similar effectiveness in changing stakeholder perceptions. This, of course,
also has an impact on brand awareness. NVIVO's analysis showed the effectiveness of
inclusive communication in building strong brand recognition (39%), indicating the
success of visual and narrative communication strategies. Empowerment is visible
through three major shifts: self-confidence through participation in exhibitions and
media; economic agency through income from creative works substantiating asset-
based empowerment (Mauksch & Dey, 2024); and narrative transformation as both
organizations successfully shift stakeholder perceptions from charity-based to rights-
based narratives. This demonstrates that inclusive communication is not merely
representational but instrumental in reframing social roles.

IMICSE Model: Inclusive Communication Integration
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Based on data analysis and the synthesis of the latest literature, this study formulated
an inclusive communication model that integrates the Asset-Based Communication
Framework (Mauksch & Dey, 2024) and Multi-Level Disability Engagement Strategies.
This model describes that communication should emphasize the unique abilities and
contributions of people with disabilities, not limitations. The data shows the
effectiveness of PUKA's "product-first" approach in creating a surprise effect. Then
artists with disabilities as equal partners in the communication process, moving
beyond the virtuous marginalization towards true empowerment.
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Disasisry Asset Mapping & Suaercider Communiation Adaptive Teshnoiegy &
Valocization ivads Axses: Accessiny Setup
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PHASE 2 : IMPLEMENTATION PHASE
(Co-Creation & Empowerment)
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wconmes

PHASE 3 : EVALUATION & EVOLUTION PHASE
(Sustainable Impact)
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Incviduat Lovel: Artist Regular stakeholder Best practice
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Organizational Level: c strategy Cs
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Market Lovel: Economic pgrace &
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change tracking Integration Policy inRueaca & advocacy

Figure 4. IMICSE Model: Inclusive Communication Integration
Source: Researcher's Processed Results

The Integrated Model of Inclusive Communication in Social Entrepreneurship
(IMICSE) synthesizes the Asset-Based Communication Framework and Multi-Level
Disability Engagement Strategies. Theoretically, the IMICSE model advances
organizational communication scholarship by operationalizing the constitutive view
of communication (Putnam et al, 2017) in the specific context of disability
empowerment. It moves beyond descriptive accounts of inclusive communication to
provide a normative and prescriptive framework: communication is not only a
medium for transmitting information but a constitutive force that shapes identities,
power relationships, and social possibilities. In this sense, the model contributes to
Critical Communication Theory (Mumby, 2013) by identifying how arts-based social
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enterprises can use communication strategically to disrupt ableist power structures
and create genuinely inclusive organizational cultures. Furthermore, the IMICSE
model bridges the theoretical gap between Social Entrepreneurship Theory (Dees,
2011; Austin et al, 2006) and disability-inclusive management, demonstrating how
social mission, innovation, and resource mobilization can be oriented specifically
toward communicative empowerment. The model also contributes to the disability
studies literature by providing an empirically grounded alternative to charity-based
frameworks, positioning people with disabilities as communicative agents and co-
creators rather than as beneficiaries of others' goodwill (Hein & Ansari, 2022).

Key levels of the IMICSE model include: the Micro Level, which focuses on
adapting communication based on individual capacity; the Mezzo Level, concerned
with institutionalizing inclusive communication practices within organizational
structures; and the Macro Level, aimed at shaping social narratives through media
advocacy and policy engagement. The model highlights art as a strategic medium for
narrative change and the potential of digital platforms to scale inclusive
communication. To build the confidence and social relationships of artists with
disabilities, it is important for both organizations to utilize the performing arts as a
means of inclusion in communication strategies as well as leverage social networking
technologies to expand the reach and impact of inclusive communication.

The analysis of NVIVO data and the results of the interview interpretation
revealed that the implementation of inclusive communication in social
entrepreneurship for the empowerment of artists with disabilities requires a
paradigm shift from charity-based to an asset-based communication approach
(Mauksch & Dey, 2024). Successful implementation depends heavily on the
organization's commitment to moving towards true inclusion that recognizes people
with disabilities as valuable contributors to the social entrepreneurship ecosystem
(Hein & Ansari, 2022).

Key findings include the effectiveness of dual strategies—a combination of
product-first (PUKA) and person-centered (Tab Space) approaches demonstrates
effectiveness in different contexts, supporting flexible implementation of inclusive
communication; the multi-level nature of barriers, which operate from individual
mood management to societal stigma requiring systematic intervention; technology as
an enabler, with digital platforms and supporting technologies essential to expanding
the reach and impact of inclusive communications; and art as a communication
medium, with performing arts and creative works serving as powerful tools for
narrative transformation and social inclusion.

Based on the findings of the research, several strategic recommendations can be
implemented by social entrepreneurs in the field of disability empowerment. These
include the gradual adoption of the IMICSE model, starting from the micro level with
individual communication adaptation before developing to the mezzo and macro
levels; the development of a dual strategy approach combining "product-first" and
"person-centered" strategies according to target audience characteristics; investment
in technology infrastructure including accessible websites, mobile applications with
universal design features, and communication systems accommodating various
disabilities; capacity building for staff through inclusive communication training
covering different disability types, adaptive communication techniques, and emotional
management; strategic partnership development with educational institutions,
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companies, media, and disability organizations; and the implementation of monitoring
and evaluation systems measuring both quantitative metrics (reach, engagement) and
qualitative indicators (satisfaction, empowerment) from artists with disabilities and
other stakeholders.

The IMICSE model advances communication theory by operationalizing asset-
based principles in a rights-based framework. It emphasizes co-creation, adaptive
strategies, and the power of performative arts. However, some limitations must be
acknowledged. In terms of scalability, the model is context-sensitive and may face
challenges when applied to larger or more complex organizations where
interpersonal communication is difficult to maintain. Regarding cultural specificity,
the model was developed based on two Indonesian case studies, and its assumptions
and mechanisms may not be fully transferable to different cultural or legal contexts
where perceptions of disability and inclusion vary. With respect to technology
dependency, the recommendation for digital platforms presumes accessibility and
literacy, which may not be available in marginalized or rural communities.

CONCLUSION

This research examined inclusive communication management in social
entrepreneurship for empowering artists with disabilities through an analysis of Tab
Space and PUKA. Key findings reveal that effective inclusive communication requires
shifting from charity-based to asset-based approaches, recognizing people with
disabilities as equal partners. Both product-first and personal-adaptive
communication strategies proved equally effective, with strong brand awareness
(Brand Recognition 39%, Brand Recall 34%) supporting interpersonal communication
(36%) as the primary success factor.

This paper contributes by introducing the Integrated Model of Inclusive
Communication for Social Entrepreneurship (IMICSE), which integrates Asset-Based
Communication with Multi-Level Disability Engagement Strategies across micro
(individual), mezzo (organizational), and macro (societal) levels. Theoretically, the
IMICSE model advances the field by demonstrating how Inclusive Organizational
Communication Theory, Social Entrepreneurship Theory, and Disability Studies can be
productively integrated to explain and guide inclusive communication in arts-based
empowerment contexts. The model operationalizes the constitutive view of
communication, contributing to Critical Communication Theory by showing how
communication shapes not only organizational processes but the very identities and
capacities of marginalized artists. It also challenges social entrepreneurship
scholarship to take communication seriously as a dimension of both social mission
and impact measurement, not as a secondary concern but as a constitutive mechanism
of empowerment itself. The model bridges communication theory, disability studies,
and social entrepreneurship, advancing theoretical understanding while offering
practical applicability. This research has several practical implications. For social
entrepreneurs, it provides actionable insights, including inclusive recruitment and
adaptive communication protocols. For policymakers, findings inform shifts from
charity-based to equity-driven inclusion frameworks. Theoretically, this paper
contributes to paradigm shifts toward empowerment and dignity-centered models in
disability entrepreneurship.

182


http://journal.ubm.ac.id/

Bricolage ; Jurnal Magister lImu Komunikasi
Vol.12 (No. 1) : 159 - 184 Th. 2026

Versi Online: http://journal.ubm.ac.id/ p-ISSN: 2502-0935
Hasil Penelitian e-ISSN: 2615-6423
REFERENCES

Aaker, D. A. (1991). Managing Brand Equity: Capitalizing on the Value of a Brand Name. The Free Press.

Alharahsheh, H. H., & Pius, A. (2020). A Review of key paradigms: positivism VS interpretivism. Glob
Acad ] Humanit Soc Sci, 2(30 June 2020), 39-43.

Ashikali, T., Groeneveld, S., & Kuipers, B. (2021). The Role of Inclusive Leadership in Supporting an
Inclusive Climate in Diverse Public Sector Teams. Review of Public Personnel Administration,
41(3), 497-519. https://doi.org/10.1177/0734371X19899722

Austin, ]., Stevenson, H., & Wei-Skillern, J. (2006). Social and Commercial Entrepreneurship: Same,
Different, or  Both?  Entrepreneurship  Theory and  Practice, 30(1), 1-22.
https://doi.org/10.1111/j.1540-6520.2006.00107.x

Baxter, P., & Jack, S. (2008). Qualitative Case Study Methodology : Study Design and Implementation for
Novice Researchers Qualitative Case Study Methodology : Study Design and Implementation for.
13(4), 544-559.

Bronfenbrenner, U. (1981). The Ecology of Human Development. Harvard University Press.
https://doi.org/10.2307 /j.ctv26071r6

Chui, C. H. K, Chan, C. H,, & Chandra, Y. (2023). The role of social enterprises in facilitating labour
market integration for people with disabilities: A convenient deflection from policy
mainstreaming? Journal of Social Policy, 52(1), 176-196.
https://doi.org/10.1017/S0047279421000490

Clarke, V., & Braun, V. (2017). Thematic analysis. Journal of Positive Psychology, 12(3), 297-298.
https://doi.org/10.1080/17439760.2016.1262613

Collins, A., Rentschler, R., Williams, K., & Azmat, F. (2022). Exploring barriers to social inclusion for
disabled people: perspectives from the performing arts. Journal of Management & Organization,
28(2), 308-328. https://doi.org/10.1017 /jmo.2021.48

Dees, ]J. G. (2011). The Meaning of social entrepreuneurship 1,2. In Case studies in social
entrepreneurship and sustainability (1st ed., p. 9). Routledge.

Dhakal, S. P. (2022). Qualitative research: Its place in social policy research. Policy Futures in Education,
20(3), 405-416.

Feldman, M. S., Khademian, A. M., & Quick, K. S. (2009). Ways of Knowing, Inclusive Management, and
Promoting Democratic Engagement: Introduction to the Special Issue. International Public
Management Journal, 12(2), 123-136. https://doi.org/10.1080/10967490902873424

Hein, P., & Ansari, S. (2022). From Sheltered to Included: The Emancipation of Disabled Workers from
Benevolent Marginalization. Academy of Management Journal, 65(3), 749-783.
https://doi.org/10.5465/am;.2020.1689

Indarti, N. Anggadwita, G., Purnomo, R. A, & Tomlins, R. (2024). Breaking Barriers! Social
Entrepreneurship in Empowering People with Disabilities. Journal of Social Entrepreneurship, 1-
35. https://doi.org/10.1080/19420676.2024.2353059

International Telecommunication Union. (2022). Measuring Digital Development: Facts and Figures
2022.1TU Publications.

Kaye, M. (1994). Communication Management. Prentice Hall.

Kriiger, D., & David, A. (2020). Entrepreneurial Education for Persons With Disabilities—A Social
Innovation  Approach for Inclusive Ecosystems. Frontiers in  Education, 5.
https://doi.org/10.3389 /feduc.2020.00003

le Roux, M., Kathard, H, & Lorenzo, T. (2021). Creating inclusive Performing Arts practices for
development of youth with disabilities: A critical ethnographic study. African Journal of
Disability, 10. https://doi.org/10.4102 /ajod.v10i0.753

Lee, B., & Jenifer, T. (2025). Disability access and inclusion in performing arts festivals. International
Journal of Event and Festival Management, 16(3), 382-401. https://doi.org/10.1108/1JEFM-08-
2024-0109

Lee, ]J. W. (2024). Brand Recognition. In Reference Module in Social Sciences. Elsevier.
https://doi.org/10.1016/B978-0-443-13701-3.00275-9

Lincoln, Y. S., & Guba, E. G. (1985). Naturalistic inquiry. SAGE Publications, Inc.

183


http://journal.ubm.ac.id/

Bricolage ; Jurnal Magister lImu Komunikasi
Vol.12 (No. 1) : 159 - 184 Th. 2026

Versi Online: http://journal.ubm.ac.id/ p-ISSN: 2502-0935
Hasil Penelitian e-ISSN: 2615-6423

Mauksch, S., & Dey, P. (2024). Treating disability as an asset (not a limitation): A critical examination of
disability inclusion through social entrepreneurship. Organization, 31(4), 624-644.
https://doi.org/10.1177/13505084221150586

McHugh, M. L. (2012). Interrater reliability: the kappa statistic. Biochemia Medica, 276-282.
https://doi.org/10.11613/BM.2012.031

Mor Barak, M. E. (2005). Managing Diversity: Towards a Globally Inclusive Workplace (4th ed.). Sage
Publications.

Mumby, D. K. (2013). Organizational Communication: A Critical Approach. Sage Publications.

Naeem, M., Ozuem, W., Howell, K., & Ranfagni, S. (2023). A Step-by-Step Process of Thematic Analysis to
Develop a Conceptual Model in Qualitative Research. International Journal of Qualitative
Methods, 22. https://doi.org/10.1177/16094069231205789

Oliver, M. (1990). The politics of disablement. Palgrave Macmillan.

Pickard, B. (2021). Undergraduate creative arts students’ perceptions and attitudes toward disability:
Advancing a critical disability studies informed curriculum. Art, Design & Communication in
Higher Education, 20(2), 141-161. https://doi.org/10.1386/adch_00036_1

Priadi, D. P, Julianto, T., Utha, M. A, & Kurniawati. (2023). Evaluation of the effectiveness of CSR
programs for persons with disabilities. Devotion, 4(11).

Putnam, L., Woo, D., & Banghart, S. (2017). Organizational Communication. In Communication. Oxford
University Press. https://doi.org/10.1093/0bo/9780199756841-0137

Rashid, Y., Rashid, A., Warraich, M. A, Sabir, S. S., & Waseem, A. (2019). Case Study Method: A Step-by-
Step Guide for Business Researchers. International Journal of Qualitative Methods, 18.
https://doi.org/10.1177/1609406919862424

Rodrigues, M., Bernardino, J. L. F, & Moreira, M. V. (2022). Barreiras atitudinais. Revista Ibero-
Americana de Estudos Em Educacdo, 1311-1326. https://doi.org/10.21723 /riaee.v17i2.15058

Sari, D. R, Rochmanti, M., & Rimbun, R. (2024). Entrepreneurship training to enhance the
entrepreneurial knowledge and skill of the deaf community. Jurnal Layanan Masyarakat (Journal
of Public Services), 8(2), 286-300. https://doi.org/10.20473/jlm.v8i2.2024.286-300

Shakespeare, T. (2013). Disability rights and wrongs revisited (2nd ed.). Routledge.

Splitter, V., Seidl, D., & Whittington, R. (2024). Getting heard? How employees learn to gain senior
management attention in inclusive strategy processes. Strategic Management Journal, 45(10),
1877-1925. https://doi.org/10.1002/smj.3602

Stake, R. E. (1995). The art of case study research. SAGE Publications.

The Ministry of Tourism and Creative Economy. 2022

Williams, R. T. (2024). Paradigm shifts: exploring Al's influence on qualitative inquiry and analysis.
Frontiers in Research Metrics and Analytics, 9. https://doi.org/10.3389/frma.2024.1331589

Wolfgruber, D., Stiirmer, L., & Einwiller, S. (2022). Talking inclusion into being: communication as a
facilitator and obstructor of an inclusive work environment. Personnel Review, 51(7), 1841-
1860. https://doi.org/10.1108/PR-01-2021-0013

Yin, R. K. (2013). Studi kasus desain dan metode (Revisi). Raja Grafindo Persada.

184


http://journal.ubm.ac.id/

