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ABSTRACT

This thesis will argue that community-based art, which is closely linked to
‘new-genre public art’, is an effective strategy for community development. Five case
studies illustrate that artists can transform and heal communities by working
collaboratively with communities in the conceptualization and creation of art. The first
two case studies examined are artist-in-residencies: cj. fleury’s at the Municipal
Buildings and Equipment Facility in Ottawa and Pam Hall’s at Memorial University’s
medical school in St. John’s. The next three case studies involve artists collaborating
with marginalized communities: in Spinning Yarns in Hamilton artists work with groups
of immigrant women; in Point of View in Ottawa a photographer engages homeless
youth; and in the Mount Pleasant Community Fence Project in Vancouver
artist-facilitators co-ordinate a collaborative art project with a low-income, racially

diverse neighbourhood.
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CHAPTER 1

INTRODUCTION

Community-based art projects have been widespread in Canada for decades, but
there are very few written records describing them and analyzing their impact on the
communities in which they were executed. The purpose of this thesis is to begin some of
that documentation. The thesis will also demonstrate that artists can play a critical role in
community development, and that Canadian artists have used community-based art as a
strategy for societal change.

Five case studies are presented, two artist-in-residency projects in Chapter 2 and
three projects in which artists collaborated with marginalized communities' in Chapter 3.
All five case studies touch on a single overarching issue: whether community-based art
can play the transformative and healing role advocated by David Fisher.? The two
artist-in-residencies described in Chapter 2 subscribe to the notion that art works most
effectively “when the artist is at the energetic center of the communities, not attached
prescriptively at its edges.” By directly participating with and engaging their audiences,

artists-in-residence can act as facilitators to enrich and change the communities in which

! The term “marginalized” is defined and discussed at the beginning of Chapter 3.
2 D. H. Fisher, “Public Art and Public Space,” Soundings 79, no. 1-2 (1996): 51.

* Linda Frye Bumham, “The Artist as Citizen,” in The Citizen Artist, eds. Linda Frye Burnham and
Steven Durland (New York: Critical Press, 1998), 184.



they work. The projects analyzed in Chapter 3 demonstrate Fisher’s theory that
community-based art and artists can heal and transform communities with diverse
populations. These case studies will serve as examples of art that is “an essential medium
for representing, placing into opposition, and linking the different persons, communities,
and subcultures that form a pluralistic society.”™

The remainder of this Introduction will define the terms that are used in the study:
community, community-based art, and community development. Next, it will briefly
explore the historical context of community-based art in Canada and then place Canadian
practise in an international context by outlining developments in Australia, the United
States, and the United Kingdom. Then, the development of funding policies for
community-based art in Canada will be outlined. Finally, there is a brief review of
relevant literature that has not been identified in earlier sections.

The background presented in this introduction will raise questions that will be
further explored in two chapters that present case studies of community-based art projects

that have been undertaken in Canada.

* Fisher, “Public Art”, 48.



DEFINITIONS
Community

Definitions of community” range from people located in a particular geographic
area to individuals bound by a common interest such as race, socio-economic status, or
religion. This thesis will use the Ontario Arts Council’s definition:

a discrete group of people bound together by common ties such as, race,

nationality, culture (language, history, attitudes), geography, gender, physical

ability, economic status, age, sexual orientation, ideology or goals.®

This broad definition of community allows for a comprehensive interpretation of
community-based art. It fits the case studies used in this thesis particularly well. The
Ontario Arts Council’s definition is useful in characterizing the communities in
Chapter 2’s artist-in-residencies. In The Mechanics of Gauging a Trade by c.j. fleury, the
community is bound by the fact that they are all tradespeople for the City of Ottawa. It is
further defined by the workplace itself: the City’s newly constructed Municipal Buildings
and Equipment Facility in Ottawa. In the case of Pam Hall’s artist-in-residency project in
the Medical School at Memorial University in St. John’s, Newfoundland the students,
staff, and patients are bound by their close relationship to medicine; they are physically
connected through the hospital and the medical school.

The Ontario Arts Council’s definition also fits the use of the word community in

the three examples of artists collaborating with marginalized communities. The three

’ See Brian Wharf, “Community Organizing: Canadian Experiences,” in Community Organizing:
Canadian Experiences, ed. Brian Wharf and Michael Clague (Toronto: Oxford University Press, 1997), 5-7
for a full discussion.

¢ Ontario Arts Council, “Artists and Communities: Application Form and Guidelines,” (Toronto:
Ontario Arts Council, 1997).



communities in Chapter 3 are bound by the fact that they are not a part of the mainstream
population. In Spinning Yarns, the community is made up of minority and immigrant
women in Hamilton who are linked by gender and by their experience as immigrants. In
Point of View, the community of homeless youth in Ottawa is connected by age and
economic status. The community involved in the Mount Pleasant Community Fence
Project is bound by the geographical boundaries that make up the Mount Pleasant
neighbourhood in Vancouver. Since the area is a low-income one with a diverse racial
make-up, most members of the community are bound by their low economic status and
by their experience as minorities.
Community-Based Art

This term refers to art in which an artist or a group of artists have collaborated
with a community in the conceptualizing and/or creation of a work of art. The idea that
art be process-oriented rather than merely concerned with the ultimate aesthetic result is
not a new one in the realm of contemporary public art. Suzanne Lacy’s Mapping the
Terrain’ contains a series of essays on what she has termed ‘new genre public art’, which
she defines as: “visual art that uses both traditional and nontraditional media to
communicate and interact with a broad and diversified audience about issues directly

8 Community-based

relevant to their lives”, and stresses that it is, “based on engagement.
art and new genre public art are closely related ideas in their emphasis on process and

audience participation.

7 Suzanne Lacy, Mapping the Terrain - New Genre Public Art (Seattle: Bay Press, 1995c).

§ Suzanne Lacy, “Debated Territory: Toward a Critical Language for Public Art,” in Mapping the
Terrain, ed. Lacy, 19.



The five case studies in this thesis are all examples of both community-based art
and new genre public art. The artists-in-residence whose projects will be explored in
Chapter 2 are interested in enriching the communities in which they work through the
process of creation. The case studies in Chapter 3 will illustrate how some
community-based artists will target a group that they perceive to be marginalized and,
through an art project, will attempt to assist that community in some way. In Spinning
Yarns, artists in Hamilton worked with groups of immigrant women. Through the art
project these women were given an opportunity to tell their stories in a society in which
they had previously felt alienated and alone. With Point of View in Ottawa, homeless
youth were similarly given a voice through photography. The Mount Pleasant
Community Fence Project enhanced the sense of community in a disadvantaged area of
Vancouver. All five case studies in this thesis are characteristically process-oriented and
collaborative, and thus fit the definition of community-based art.

Community Development

Community development involves organizing a community to help itself and deal
with its own problems more effectively. In relation to community-based art, the artist’s
role in community development involves acting as a coordinator to assist people to build
their capacity to help themselves. New genre public art has particular potential to
contribute to community development. David Fisher proposes that in the many-cultured
society that is North America today, “a new type of public art might move social

awareness towards healing the wounds caused by unreconciled difference.”

? Fisher, “Public Art”, 43.



Community-based artists work collaboratively with members of a given
community to develop a product, but also use the creative process to help the members to
understand and to help themselves. The creative process works as a catalyst for change.
The increased capacity that results translates as successful community development with
the artist as community organizer and coordinator.

In his introduction to Community Organizing: Canadian Experiences, Brian
Wharf gives a succinct outline of the different models of community development that
have been presented by Canadian scholars in the last three decades.'® These models will
be helpful in analyzing different artists’ strategies for community-based art. The three
classic models of community development in Canada, put forward by Rothman in 1974,
are locality development, social action, and social planning.'' While Rothman’s three
models have been criticized for being too narrow, they will serve as useful tools of

reference for the purpose of categorizing the case studies in this thesis.

HISTORICAL CONTEXT
A brief overview of the history of community-based art in post-industrial Western
societies will be drawn largely from the writings of Michael Brenson and Robin Pacific.'?

Ellen Mary Easton McLeod’s thesis on the Canadian Handicrafts Guild (CHG) and

' Wharf, “Community Organizing”, 7-12.
' Rothman, J. “Three Models of Community Organization Practice”. In Strategies of Community
Organization, F. Cox et al., eds, 22-39. ltasca, II: Peacock Press. Cited in Ibid., 8.

2 Robin Pacific, “This is Not a Benetton Ad: The Theory of Community Art,” Mix 23, no. 3 (Winter
1997/98): 38-43; Michael Brenson, “Healing in Time,” in Mary Jane Jacob, Michael Brenson, and Eva M.
Olson, Culture in Action (Seattle: Bay Press, 1995), 16-49.



Dawna Doris Gallagher’s thesis on Norah McCullough will provide a Canadian context."
The two theses give a historical perspective on Canadian activism in the art world in
work with marginalized communities. I will show that the strategies used by the women
in the CHG and by McCullough differed from those used by contemporary
community-based artists.

Michael Brenson takes a broad look at the history of community-based art in
Culture in Action. Brenson traces the history of the idea of using art as an agent for social
change to early modernism in the late nineteenth century when artists like Courbet
(1819-1877) and Van Gogh (1853-1890) painted people living in poverty in the hopes
that the images would heighten society’s awareness of inequity and injustice. He points to
twentieth-century artistic movements and artists that espoused the use of art as a catalyst
for social change, such as Joseph Beuys (1921-1986) and Christo (b.1935). Joseph Beuys,
active from the 1960s until his death, was a pioneer of activist and political art. He
believed that art was able and obliged to heal ills in society, namely Germany’s Nazi past
and the Cold War in Europe. Beuys’ famous statement that “everyone is an artist”'*
continues to resound amongst community-based artists today. Collaborative projects

between artists and communities embody this philosophy. Christo was a trailblazer in

instigating collaborative artistic endeavours. He engaged with a variety of professionals

** Ellen Mary Easton McLeod, “Enterprising Women and the Early History of the Canadian
Handicrafts Guild, 1905-1936" (Master of Arts, Carleton University, 1994); Dawna Doris Gallagher,
“Bringing Art to the People: A Biography of Norah McCullough” (Master of Arts, Carleton University,
1997).

™ Citation from Ann Temkin, “Joseph Beuys: An Introduction to His Life and Work” in Ann Temkin
and Bemnice Rose, Thinking is Form: The Drawings of Joseph Beuys (Philadelphia Museum of Art/The
Museum of Modem Art, 1993), 43 in Brenson, “Healing in Time,” 30.



and communities for his large-scale environmental works from the 1960s to the 1980s.
Beuys was a proponent of art as an agent of social change, which is central to many
contemporary community-based artists’ objectives. Collaboration is key to community-
based art, and it is thanks to the example of artists like Christo and to the philosophy of
Beuys that a tradition of collaboration was born that broadens the notion of artist to
include non-artists.

Robin Pacific looks at the historical development of community art from a
Canadian perspective. According to her, the forerunners of today’s community art
movement were “the little theatres, Sunday painter groups, the choirs and bands largely
started by immigrants from the British Isles.”'* She points out that the settlers took part in
these activities to preserve traditions and communities:

They believed that amateur art was an important social activity which

would make communities more livable, civil, and responsible to their

members.'®
Pacific’s analysis noticeably excludes any reference to a history of community arts
among French Canadians. Ellen Mary Easton McLeod’s 1994 thesis on the Canadian
Handicrafts Guild (CHG) discusses the patronage by the English-speaking, Montreal-
based CHG of rural, French Canadian handicrafts.!” The CHG represented a privileged
circle of women arts advocates who promoted an inclusive, multicultural Canadian

nationalism designed to preserve and enrich a variety of craft heritages. One of several

craft traditions that they sought to encourage was that of rural French Canadians. With a

' pacific, “This is Not a Benetton Ad,” 42.
'® Ibid., 42.



few exceptions, most French Canadians in this period were labourers, while the English-
speaking elites were the power-brokers in Quebec society.'® McLeod does point out,
however, that while the CHG was dominated by anglophone women, they were careful to
give members of the French Canadian elite positions of power on their committees.'® Due
to the efforts of the CHG, the tradition of rural French Canadian handicrafts was able to
continue and grow. By encouraging the preservation of traditional crafts and their
recognition as art, the CHG no doubt strengthened the cultural integrity of the
communities with which they worked. As their work strengthened the identity and
capacity of the communities with which they worked through the arts, the women of the
CHG were instigators of community-based art in French Canada.

The CHG promoted not only the handicrafts of rural French Canadians, but also
those of other marginalized groups in Quebec. The women in the CHG were early
advocates of the concept of multiculturalism and their activism in this regard involved the
promotion and sale of ;hese groups’ handicrafts. This strategy, which was an early form
of community activism involving marginalized communities, is fundamentally different
from that of contemporary new genre public artists: today’s community-based artists seek
to include and engage populations outside the mainstream, rather than to romanticize and

stress their difference. Contemporary examples of this will be described in Chapter 3.

' Easton McLeod, “Enterprising Women.”

'8 «“Only 2.4 percent of Canadian entrepreneurs in 1910 were French-speaking.” R. Douglas Francis,
Richard Jones, and Donald B. Smith, Destinies: Canadian History Since Confederation (Toronto: Holt,
Rinehart and Winston of Canada, Ltd., 1988), 157.

1% Easton McLeod, “Enterprising Women,” 136.
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Norah McCullough, an influential arts administrator in the Canadian cultural
arena from the 1930s to the 60s, advocated philosophies that contributed to the history of
community-based art in Canada. She believed that bringing art to the people would create
a better society’®, and she strove to bring this about through her work in arts education in
South Africa and later through her position as Executive Secretary of the Saskatchewan
Arts Board. Dawna Doris Gallagher’s thesis described McCullough’s outlook as linking
“art with education and social change."zl When McCullough was working with the
Saskatchewan Arts Board she stressed the importance of developing networks with
diverse ethnic groups in promoting culture in Saskatchewan. In her awareness and respect
for the multicultural fabric that was Canada, McCullough shared the ideas of the women
involved in the Canadian Handicrafts Guild in Montreal, ideas that continue to resonate
in community-based art. Like the women in the CHG, McCullough was a pioneer in
encouraging artists and the community to work with marginalized communities. Also like
the women in the CHG, she romanticized these groups’ differences from mainstream
society rather than working to make them feel included, as many community-based artists
do today.

While Brenson'’s article demonstrates that community-based arts in Canada have
origins in international thought on the very nature and purpose of art in society, Pacific

shows that Canadians had a distinct tradition of working together in small groups in

* Gallagher, “Bringing Art to the People,” 64.
* Ibid., 115.
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creative ways to develop culture and community.22 McLeod and Gallagher’s theses
indicate that the ideas of women in Canadian art history forwarded some of the ideas now
associated with community-based art. The Canadian Handicrafts Guild encouraged art as
a tool to strengthen communities and stressed the importance of an inclusive, pluralistic
cultural tradition in Canada. Norah McCullough believed in art’s ability to improve
society and in the significance of a representative, multicultural heritage in Canada.
These early strategies of community activism around marginalized groups differ from the
approaches taken by many contemporary artists. The CHG strove to resurrect diverse
marginalized communities through the sale of their handicrafts. McCullough attempted to
promote the arts and crafts of ethnic groups. Artists and artist groups today strive to
engage in a process of mutual dialogue for the benefit not just of the community with
which they are working, but for their own leaming experience and for the benefit of the

wider community.

INTERNATIONAL CONTEXT
Community-based art, although not “mainstream”, is thriving in a variety of

cultures. For the purposes of this thesis I will touch only briefly on community-based art

2 A good example of amateur art undertaken for the purpose of developing community was the
initiative of the University of Alberta in theatre in the early 20" century. Jim Lotz recounts how the
secretary of the extension department at the university at the time, Edward Ottewell, distributed plays for
amateur production to a number of communities in 1914-15. Lotz writes that the plays, “proved popular
among isolated people who were deprived of culture and entertainment, and provided a way for community
groups to work together in creative ways”. The venture gradually evolved into the Banff School of Fine
Arts in 1935. Theatre groups that contributed to their communities’ culture and self-identification
flourished across Canada throughout this century, and they continue to thrive and to make important
contributions in the broader field of community-based art. From Jim Lotz, “The Beginning of Community
Development in English Speaking Canada,” in Community Organizing, eds. Wharf and Clague, 15-28.
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traditions in Australia, the United Kingdom, the United States, and Canada. Although
community art has a long history in many other countries and cultures, time and space
limit me from exploring these here. I will focus on the countries outlined because
documentation on community arts in these countries is readily available in English and
because these countries share a number of political and cultural traditions with Canada —
the parallels that exist will prove useful in drawing comparisons with the Canadian
context.
Australia

Australia has an exceptionally rich tradition of community arts. The Australia
Council for the Arts has a Community Cultural Development Section with a dedicated
Community Cultural Development Fund, which has these specific aims:

to assist artists and communities to work together on artistic and cultural

activities which allow communities to investigate and express their

culture. The Fund supports community-based arts practice that affirms the

principle of self-determination and allows communities to take control of

their cultural development. Community cultural development enables

communities to advance their artistic, social, and economic aspirations.23
A number of interesting community-based art projects have been undertaken through
funding from this source. Deidre Williams explored several of these in her 1995 study
Creating Social Capital — A study of the long-term benefits from community-based arts

funding.** Among the case studies included by Williams are the Residents’ Mural Project

(Adelaide, South Australia), the Horticultural Council Project (Riverland Region, South

2 Australia Council, Grants Handbook 1997 (Sydney: Australia Council, 1997).

* Deidre Williams, Creating Social Capital - A study of the long-term benefits from community based
arts funding (Adelaide: Community Arts Network of South Australia, 1995).
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Australia), the Collingwood Children’s Farm (Melbourne, Victoria), and the
Neighbourhood Centre Project (Brisbane, Queensland). Williams conducted her survey
from a total of 95 community arts projects that had been completed at least two years
prior to her research. The excellent infrastructure for the administration and evaluation of
community art projects that exists in Australia is unparalleled in Canada.

The idea that the arts can play a fundamental role in building communities
appears to have been accepted and understood by Australian society. Different
government departments and bodies often collaborate in funding community arts projects
with different goals. The Department of Immigration and Ethnic Affairs and the Australia
Council for the Arts, for example, co-funded an anti-racism project with young people in
Sydney, resulting in the South Sydney Youth Services Anti Racism postcard series. The
products of this project were visually appealing and marketed the anti-racism message
loudly and clearly (see Figures 1 and 2 for examples of postcards). Another example of
collaborative funding for community arts with a community-building purpose is the
South Bank Youth Action Project. Arts Queensland, the Department of Family and
Community Services, Brisbane City Council, and the Australia Council co-funded the
project with specific objectives:

[to develop] non-regulatory responses to the range of conflicts involving

10-17 year olds at South Bank and in the Queen Street Mall, in part as a

complement to existing regulatory strategies.”’

In order to engage young people in the project, organizers implemented a four-month arts

program that included music, visual arts, computer, and video. It is interesting that the
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use of the arts in social policy issues seems to be well integrated in the minds of public
funders in Australia. Deidre Williams® 1995 study demonstrates that public bodies such
as the Australia Council have devoted funds for research into the long-term impact of
community-based art projects, as well as grants for the projects themselves. As will be
discussed later on, this type of evaluation is crucial in building an understanding of the
potential for community development that exists in community-based art.
United Kingdom

Community-based art flourished in the United Kingdom in the 1970s and early
1980s. In that era British artists visited the United States and brought to America ideas
that were considered well developed by their American counterparts.?® David Harding
was hired as the Town Artist for Glenrothes, Scotland from 1968-78; in this capacity he
was a hired professional who could be called upon in town planning, celebrations, and
events.”” In London, the Greater London Council (GLC) initiated a variety of socially-
conscious projects, including community-based art, in the early 1980s. The Thatcher
government, however, unhappy with the left-leaning GLC, abolished it in 1986 and
divided authority for transport, education, housing, etc. to individual boroughs. With the

abolition of the GLC, the strong infrastructure that had existed for community arts in

% Feral Arts, South Bank Youth Action Research Project - Young People and Public Space in Inner
Brisbane (Brisbane: Feral Arts, 1995), 6.

% Arlene Goldbard, “Postscript to the Past: Notes Toward a History of Community Arts,” High
Performance X VI, no. 4 [journal on-line] (accessed 27 June 1998); available from
http://www artswire.org/highperf/hp/hpstories/Goldbard.html; Intemnet.

7 Moira Roth, “Town Artist: An Interview with David Harding,” in The Citizen Artist, eds. Frye
Burnham and Durland: 185-193.
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London was lost.?® Despite the blow to community arts that resulted, groups like the Art
of Change have continued to produce high quality work with communities. The Art of
Change describes itself as follows:

a visual arts organisation concerned with issues of change — particularly

transformation of the urban environment and its impact upon quality of

life and cultural identity.?®
They stress “consultation and development to root ideas firmly within the communities
they serve.”° This collaborative approach with community has been used to deal with
social issues such as racism in projects like Celebrating the Difference (1993) (Figure 3):

Produced in collaboration with pupils and teachers at George Green’s

School on the Isle of Dogs. Working with a class of culturally mixed Year

11 pupils, the project dealt with issues of culture and identity,

commonality and difference in an inner city area fraught with racial

tension.”!
Like the South Sydney Youth Services Anti Racism campaign in Australia, the Art of
Change worked with young people to deal in a creative way with serious issues around
racism and cultural difference. The artist worked as a facilitator with the young people to
create a striking artistic product.
United States

The United States has produced a wealth of academic material on issues around

public art, including community-based art. Suzanne Lacy and Nina Felshin have

8 L oraine Leeson, The Art of Change, London, e-mail to author, 16 March 1998.

* The Art of Change, “The Art of Change - consultation, collaboration, production, new technology,
sustainability, change,” (London: The Art of Change, n.d.).

% Ibid.

3! The Art of Change, “The Art of Change - Selected Projects 1991 - 1997,” (London: The Art of
Change, 1997).
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contributed a great deal to the body of knowledge on these issues.*? Mary Jane Jacob
explores the history of the development of community-based art in the United States.*’
She says that art in public places began to be practised in America when the National
Endowment for the Arts (NEA) established its Art in Public Places program in 1967. This
led to municipal policies for the funding of public art. Initially, public art in the United
States meant works of art were erected in public places. In 1974 the NEA began to stress
the importance of site in the public artworks. In 1982, Visual Arts and Design programs
began to work together so that artists would be directly involved in the design process of
public sites from their inception. In the 1980s, Jacob says that public art started to deal
with issues of “social history and cultural identity.”** The activist strains of the late 1980s
have led to the 1990s’ idea that art can work to build and heal communities.

Art in the Public Interest (API), a “nonprofit organization providing information
about artists, organizations, projects and ideas that bring the arts together with
community and social concems,”*® has been operating in the U.S. since 1978. API
published a quarterly magazine entitled High Performance from 1978 until the summer
of 1997°¢, at which point it ceased publication for lack of funding. The magazine
contained numerous articles on community-based art projects in the U.S. This resource
was invaluable to arts administrators in the U.S. and elsewhere. API's web-site continues

to function as a valuable research tool for public art administrators and community artists.

*2 Lacy, Mapping the Terrain; Nina Felshin, ed. But is it Art? (Seattle: Bay Press, 1995).

3 Mary Jane Jacob, “Outside the Loop,” in Jane Jacob, Brenson, and Olson, Culture in Action, 53-55.
* Ibid., 55.

35 Art in the Public Interest Home Page, http://www.artswire.org/highperf/APIhome.htm!; Internet
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There are many excellent examples of community-based visual art projects that
contributed to building community in the United States. Arguably the best known of
these in recent years is “Culture in Action,” undertaken in Chicago between 1992 and
1993. The Sculpture Chicago initiative was comprised of eight projects in marginalized
neighbourhoods in the city. “Culture in Action” worked to heal the communities involved
of a variety of ills ranging from urban pollution to gang-related crime. The resulting
publication adds to our understanding of how effectively community-based artwork can
function in building communities.*’

Much of the funding for public art in the United States and in Canada comes from
municipalities. Cities in North America frequently have programs that stipulate that one
percent of new building budgets be dedicated to art. These are known as percent for art
programs. Different cities have utilized these monies in different ways. Seattle provides
an excellent example of a percent for art program in the United States. The city’s percent
for art ordinance came into effect in 1973. It required that “1% of City of Seattle capital
improvement project funds be set aside for the commission, purchase, and installation of
artworks.”® Diane Shamash explores some of the features of Seattle’s program that have
been exceptional among North American cities in her paper, “Public Artin Seattle.””
She identifies the emphasis on the social function of art, the integration of artists into

urban design teams, and the city’s interest in artist-initiated projects as being particularly

3 Frye Bumham and Durland, eds. The Citizen Artist.
37 Jane Jacob, Brenson, and Olson, Culture in Action.

38 City of Seattle, Seattle Arts Commission, /997/98 Municipal Art Plan, City of Seattle, (Seattle: City
of Seattle, 1997), 4.
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forward-thinking in Seattle’s program. In 1989, the city launched the Neighborhood
Matching Fund. This fund focuses on community-initiated projects. The handbook for
people interested in the fund outlines a number of the benefits of community-initiated art
projects, including community building:

Community is built when neighbors come together to assess what the

neighborhood wants and how to-accomplish that [. . .] when a public art

project creates or enhances a place that provides a context for community

life [. . .] when a public art project creates a focal point for neighborhood

identity and pride.*’
While this kind of institutionalized policy for community-based art projects does not
currently exist in most North-American cities, percent for art policies do. Arts
administrators are able to draw from the latter, or from other sources, in order to fund
community-based projects.
Canada

Examples of Canadian percent for art policies and of other funding policies for
public art can be seen in Ottawa, Toronto, and Vancouver. The City of Ottawa
implemented an Art in Public Places Programme in 1985. Since that time, the
Programme’s mandate has been

to develop, exhibit and manage a collection with focus on local artists acquired by

purchase or commission which is to be made of permanently fixed and moveable
works of art which would be displayed throughout the community.*!

* Diane Shamash, “Public Art in Seattle,” (Seattle: n.p., n.d.).

“* Laurie Dunlap, Public Art Projects - Help Yourself! How to Use the Neighborhood Matching Fund
to Build Community (Seattle: The Seattle Department of Neighborhoods and the Seattle Arts Commission,
1996), 6.

*! City of Ottawa, Department of Community Services, Amendments to Public Art Policy, Document 5
(Ontawa: City of Ottawa, 25 April 1996), 4.
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The mandate was thus fulfilled both by purchasing existing pieces of art for circulation
among City buildings and by commissioning artists to create works in public placn.es.“2
Ottawa City Council reduced funding for the acquisition of mobile works of art from
$100,000 in 1988 to $50,000 in 1989. The allocation for acquisitions was eliminated
altogether in 1992.** Funding for commissions in Ottawa has been obtained mainly
through a percent for art policy imposed on City buildings or improvement projects with
budgets of over $2 million. The percent for art policy requires that one percent of the
budget for any new city building over $2 million be allocated to art. An additional annual
allocation of $50,000 is to be made for projects with capital budgets of under
$2 million.** The funding policies associated with the City’s Public Art Programme have
allowed for the development of some interesting arts projects in and around municipal
buildings. Ottawa’s City Hall, for example, houses a variety of artworks funded though
the percent for art policy.

A couple of the public art donations made to Toronto around the city’s
sesquicentennial celebration in 1984 tumned into a public relations nightmare, and led
Toronto City Council to formulate a more open and accountable public art policy than it

had previously had.** In October 1985, the City of Toronto instituted a percent for art

“2 Anna Babinska, “Public Art in the Community: Can it make a difference?,” Recreation Canada 52,
no. 1 (1994), 14. -

¥ City of Ottawa, Amendments.

“ Council for the Arts in Ottawa, Art for Ottawa's Sake: A Brief History of the City of Ottawa's
Corporate Art Collection, (Ottawa: Council for the Arts in Ottawa, 1994), 9.

‘S Adele Freedman, “Public Art vs. Art For Public Spaces - Having survived 'plop art', is Hogtown
ready for the new public art?,” Canadian Art (Fall 1986): 82. Perhaps the most notorious piece of public art
bestowed upon Toronto in 1984 was the Memorial to Canadian Airmen. The nine-metre monument by
British artist Oscar Nemon was donated to the city by Henry R. Jackman. The statue was erected






