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About the Project Sponsors

WESTAF

WESTAF (the Western States Arts Federation) is a regional nonprofit arts service organization
dedicated to the creative advancement and preservation of the arts. WESTAF fulfills its mission
to strengthen the financial, organizational, and policy infrastructure of the arts in the West by
engaging in arts policy research and state arts agency development; developing innovative
programs, services, and technology solutions; and supporting programming for artists and arts
organizations. WESTAF regularly convenes experts and leaders around critical issues affecting
the arts and cultural policy. Historically, the organization has been funded by the National
Endowment for the Arts (NEA). In addition to NEA funding, today WESTAF is significantly

supported through an array of technology-based earned-income programs.

Founded in 1974 as a project of the Western Gover
independent nonprofit organization. Located in Denver, Colorado, WESTAF serves the largest
geographical area and number of states of the six
constituents include the state arts agencies, artists, and arts organizations of Alaska, Arizona,
California, Colorado, Hawai 6i , OrejenhUtah, Mont ana, N e
Washington, and Wyoming.

WESTAF remains committed to the improvement of the capacity and quality of the public
funding of the arts by the state arts agencies of the West. Position papers, advisory research,
and professional development services are regularly provided to these agencies. WESTAF is
also an experienced technology developer and has originated and now manages seven distinct
online projects that benefit the arts and creative industries. As a progressive and evolving
organization, WESTAF initiates new programs and projects regularly and is proud to have

artists and arts administrators on staff.

Hawai 0i State Foundation on Culture and the Arts
The Hawai 06i St ate Foundation on Culture aaniddoit he A
State Legislature in 1965, in | arge part through

as architect and State Planning Coordinator Alfred Preis, HSFCA Founding Chairperson Masaru
APundyo Yokouchi, State Senat olohnBard.dloe mssion bfi nag a,



the HSFCA is to promote, perpetuate, preserve, and encourage culture and the arts as central
to the quality of |life of the people of Hawai

The Art in Public Places (APP) program was created to strengthen the capacity of the Ha wa i 6 i
State Foundation on Culture and the Arts to stimulate, guide, and promote culture and the arts
through the visual arts. The APP program seek
public buildings and spaces throughout the state for the enjoyment and enrichment of the public;
cultivate the publicbs awareness, under st andi
styles, and techniques; contribute to the development and recognition of a professional artistic
community; and acquire, interpret, preserve, and display works of art expressive of the

character of the Hawai 6i an | sl ands, the mul ti

creative interests of its artists. o

Forecast Public Art

Forecast Public Art fosters dynamic, inclusive, and resilient communities through public art,
community-engaged design, and transformative placemaking. For 40 years, it has improved the
collective life of communities through a unique combination of responsive consulting services;
one-to-one support for public artists; and abundant resources, including Public Art Review, the
worl dés | eading public art journal. Forecast
organizations dedicated to advancing the field of public art. Today, it remains at the forefront of
public art practices, connecting the energies and talents of artists with the needs and
opportunities of communities to improve our collective lives. Public art plays a crucial role in
shaping culturally vibrant and sustainable communities and offers opportunities for community

collaboration, for ideas to shape the environment, and for influencing change.
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Introduction to the 2017 Symposium on the Future History of Public Art
Lori Goldstein, Manager, Public Art Archive, WESTAF

WESTAFO6s 17t h cul t urThelFutypeHisiory gf Public Arph lwraughutogether a
diverse group of public art professionals and allied practitioners who traveled to Honolulu,
Hawai 0i , N7 20E7 nidodéscuss Bhe critical needs of the field. The symposium provided
a significant platform for high-level discourse to explore existing challenges alongside emerging
strategies for the successful growth of the field. Symposium attendees traveled from six
countries to take part in the convening, including New Zealand, Australia, Canada, the United
States, Brazil, and Argentina. The global nature of the conversation, made possible through the
positioning of the symposium in Honolulu, highlighted diverse perspectives about how public art

is conceived, executed, and evaluated internationally and within a range of communities.

This convening was organized as a way to reflect on the challenges public art practitioners face
and propose ways in which the field can develop to provide a stronger infrastructure in support
of the advancement of the field as a whole. Participants were asked to prepare presentations
that elaborated on the complex themes captured within the sessions specifically curated for this
gathering. The five sessions designed for this symposium included:

[@]3

The Future Democracy of Public Art

[@]3

The Future of Technological Advancement in Public Art

[@]3

Public Art Stewardship: Methodological Approaches to Impact Studies

[@]3

The Resurgence of Impermanence in Public Art

(@]

Rethinking Public Art Policy and Funding Mechanisms

The attendeesd continuous engagement with t
significance of the public art field and its current precarious position at the pulse of social,

ecological, and economic tensions present within communities across the globe.

Symposium Takeaways

One of the most significant takeaways from this eventd evident from the onset of the dialogued
is the current lack of field-wide, in-person, critical discourse of this kind. There is great value in a

convening that does not purport to provide action plans and toolkits (as there is a great deal of
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very strong resource material throughout the field) but instead provides a platform for
practitioners to openly express concerns about existing obstacles and growing needs. This
forum provided an opportunity to share critical experiences, methods, and approaches to
creating more successful and meaningful public art experiences. Most public art professionals
work in isolation from colleagues across the field. Although they come together for annual
conferences and smaller regional gatherings, in addition to virtual communication via listservs
and webinars, there are very few opportunities for artists, administrators, curators, and others
related to the field to convene in one place; connect despite geographic limitations; and lay out

challenges, strategic approaches, and tools in an in-depth, critical, and structured way.

Each attendee brought a unique set of insights and perspectives to this symposium, and | will

take this time to outline a few major themes that emerged throughout the discussion.

0 Product vs. Process vs. Outcome

There is a growing tension between the process
and the outcome (long-term effects) as we consider ways to infuse public art projects

with meaningful opportunities for engagement and guarantee their continued relevance

in the future. Although the definition of success in public art varies by perspective and

form of measurement, particular shared experiences showed that allowing more time for

the process to develop organically alongside the product provided a more positive

outcome in the long term. While this approach may not always allow for a clear vision of

the product from the projectds inception, rece
process-focused projects have sustained engagement and relevance over a longer

period of time.

A process-oriented approach lays the groundwork for multidisciplinary and
cross-departmental collaborations and brings art practitioners to the table simultaneously
with planners, engineers, architects, and project stakeholders. The strategy has provided
a pathway for public art to respond to the needs of the site rather than react to the
desires of project stakeholders, which can often bring a shortsighted mission to the
project. In other cases, where project development is guided by a more rigorous timeline
and is limited in its capacity to develop organically, prioritizing meaningful ways to

engage the community throughout the process can lead to heightened community

11
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interest and support. The relationships built during the process of public art, prior to the
creation of the final product, are crucial in building long-lasting trust among the
community, the artist, and the public art collaborators and can lay the groundwork for a

successful outcome many years after project completion.

Create less public art?

What if we create less public art? This question, prompted by symposium moderator Dr.
Cameron Cartiere, initially baffled attendees, many of whom have become accustomed
to championing the need for more public art. However, after further debate throughout

the convening, the question of HAis there

Afhow many works of public art create meaningfu

Some public artworks may not have an essential or thoughtful purpose in public space.
With the advent of new technologies and access to hybrid public-private spaces geared
largely toward advertising, it is imperative to remind ourselves and educate our
constituents that the ultimate goal of public art is to create meaning, value, and
relevance; public art can and should do more than provide an attractive backdrop.

Technology as a Tool for Engagement

As a brief continuation of some of the points being made above, field practitioners
should be wary of new technologies that may be flashy but are often fleeting. While
some artists have mastered the use of technology to sustain interaction with the public,
not every artist and community have the infrastructure to create this kind of work. The
integration of technology into public art planning has shifted conversations about
maintenance and conservation, and the field needs more time to study and evaluate the

outcome of this growing integration.

Studies have shown that the increase in access to technology and the greater
interconnectivity across the globe have actually made the majority of humans lonelier
and less connected because of the growing lack of in-person interactions. Public art is in
a unique position to utilize technology to bring people closer together if it is used

strategically. Depending on the needs of the public you are serving, it may be best in

12
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some cases to avoid the media hierarchy and focus on work that is both rich in
substance and a platform for engagement that does not necessitate a technology
component. A bench painted by school children can be just as valuable as a temporary,
interactive light show, so do not reject one in favor of another.

Balancing the Old and the New

Many cities, neighborhoods, and communities are at a crossroads in their long-term
development strategies for public art. Programs are tasked with bringing new and
exciting experiences to a community, while at the same time preserving investments in
permanent public art collections and other cultural heritage landmarks. Public art
programs deal with aging collections that now require large sums of conservation
dollars. This has propelled many public art practitioners to deliberate on how to both
improve and preserve the current collection and continue to make the work relevant to

contemporary society.

In some cases, there is a growing need to deaccession artwork that can no
longer be cared for; in other cases, we are beginning to see programs emerge
that are dedicated to taking a cultural inventory within a community and mining
the landscape for artifacts that act as a platform to bring new attention to cultural
assets. Especially within the context of the heated monuments debates currently
taking place throughout the U.S., it is more apparent than ever that the public is

taking an interest in those objects that have a permanent home in public space.

The growing need to balance the old and new, the aging and the contemporary,
the permanent and the temporary have added another layer of complexity to the
field. Some of the most successful examples of this approach reviewed at the
symposium utilize a temporary public art and design platform to breathe new life
into existing structures and prompt new dialogue. The approach offers ample
opportunities to reach out to the community, providing a platform to reach outwards
and ask the larger public that will effectively own the work what it wants in public

space.
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0 The Future Democracy of the Field

[@]3

Honest and vulnerable dialogue regarding the future democracy of public art
played a pivotal role in the symposium. While discussions about race, gender,
economic equity, and inclusion have become commonplace throughout the

arts sector, the surface level conversations clearly have not gone far enough to
provide platforms for honest, passionate, and contentious dialogue about the
politics of public space. No matter our backgrounds or current positions, we must
acknowledge that we all bring to the table certain biases and holes in our

knowledge and understanding about those different from us.

In addition, our perspectivesd whether from positions of power or from
marginalized communitiesd offer insight into this particular moment in time but
cannot represent the thoughts and beliefs of future generations. While we cannot
know all the answers or approach each person, neighborhood, and community
with the appropriate response, the value of bringing more diverse perspectives to
the table will be reflected in the promotion of public trust between any community
and those in decision-making positions.

Getting Rid of the Term fAFailureo

As imperative as it is to evaluate and share experiences, public art is not medical
practice. Public art is more often than not an experiment in public space, vulnerable to
the current landscape of diverse factors and over which collaborators often have no
control. Just as in any experiment, there is always room to analyze errors, study factors
that may have led to surprising and unpredicted outcomes, and conceptualize ways to
fdo bettero the next time. The field has
they do not provide the desired or expected outcome defined from the onset or if
community members have an initial negative reaction to the artwork. This sentiment can
have lasting impact on the future of public art programs and their continued funding and

support from stakeholders.

If practitioners change the way of acknowledging these public art outcomes as

learning experiences rather than failures, perhaps we can spend more time

14
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analyzing outcomes. This will lead to improved field-wide morale and offer
opportunities to learn from each project by properly performing evaluations and
discussing what collaborators would do differently next time. This approach will
be much more beneficial for building the long-term infrastructure and generating
advocacy across many sectors as opposed to rejecting all that can be gleaned
from experiments that have seemingly gone awry. Some of the most successful
public art projects have also been the most controversial. It has taken timed
decadesinsomecasesot o see the works that were deemed 7
from the onset in a more positive light. In addition, negative reactions to projects,
although difficult from an administrative standpoint, can act as a barometer for
the tensions that exist in public space. Risk taking has always been a part of
public practice, and there can be a renewed sense of motivation when we take

the pressures of perfection off the table.

This symposium would not have been possible witho
Foundation on Culture and the Arts and Forecast Public Art. These two organizations partnered

with WESTAF to bring this global convening to fruition, and the rich dialogue that resulted was

in large part due to the efforts of partnership and collaboration. We are also extremely grateful

to our symposium moderator, Dr. Cameron Cartiere, who not only led us in a focused and high-

level conversation but also provided her own insights and perspectives throughout the

symposium as a presenter in addition to her ambitious role as conversation facilitator.

WE ST A F 6 sternh imteregt in public art stems from a 1976 publication surveying percent for

art legislation, and WESTAF has continued its involvement in the field through its Public Art

ArchiveE (PAA) program. Themes that emerged from
further develop PAA into a finely tuned resource for the public art field, providing infrastructure

andaccess to information and resources that the fiel
cultural policy symposium, The Future History of Public Art, provided an opportunity for much-

needed higher level discourse within the field, we imagine this as only the beginning of the

conversation.
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Presentations and Discussions

Keynote Presentation Introduction
Theresa Sweetland, Executive Director, Forecast Public Art

Theresa Sweetland: | have the incredible honor of introducing Candy Chang, somebody whom
I have looked up to as an artist, as a planner, as an incredible woman, and as somebody who
asks us to think about our whole selves and public space and being our entire authentic person

as we enter into this work.

Through the activation of public spaces around the world, Candy engages communities in
intimate rituals that examine the relationship between society and the psyche. She is considered
a pioneer in participatory public art and is interested in the threshold between isolation and
community, the dynamics between public space and mental health, and the role of the
commons in individual and collective well-being. After studying architecture design and urban
planning, she created | Wish This Was to invite people to share their hopes for vacant buildings.
She then founded Neighborland, a civic tool that has been used by hundreds of cities,
governments, nonprofits, and cultural institutions to collaborate with residents on the future of
their communities. About three or four years ago, Forecast Public Art partnered with Candy to
bring Neighborland to Minneapolis, which was an incredible opportunity.

Her participatory public art project Before | Die reimagines our relationship with death and with
one another in the public realm. The Atlantic called it one of the most creative community
projects ever, and it has been created in over 3,000 cities and 70 countries. Candy was named
one of the top 100 leaders in Public Interest Design by Impact Design Hub, a Live Your Best
Life Local Hero by Oprah Magazine, and a World Economic Forum Young World Leader. She is
a renowned international speaker on community, creativity, and mental health. Her TED Talk

has been viewed five million times. How many of us can say that?

Let me introduce Candy Chang.

Keynot e Pr e sOarmnna tivesoimPublidi Making SpaceforWel-Bei ng and Ki nshi
Candy Chang, Visual Artist, New Orleans, LA
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Candy Chang: Thank you, Theresa. | am a big fan of Forecast Public Art and am so happy to

be here. I just landed two or three hours ago, so | am still soaking it all in, and we were talking

about how this is the best work event ever, so thank you also to the Hawa i 0 i State Founda
for having us here. | consider it a special treat to be in a room full of people who are all

passionate about public art, so | am really grateful to WESTAF for organizing this event where

we can all come together and compare notes and learn from all of our experiences. | look

forward to simmering on the future of public art together over the next few days.

A lot of my work is interactive. It is participatory. There are ways that | try to reach out to people
in public space to share more of our ideas, to share more of our resources, to share more of our
anxieties, and to share more of our sorrows. All of it is about reimagining ways that our cities
could be built and designed and how they can better reflect what matters to us as a community

and as individuals.

My background is in urban planning, and | started creating these interactive experiments in
public space because I'm an introvert. | had a hard time initiating conversations and speaking
up. These projects are a way for me to ask my neighbors things that | was too shy to ask in
person. They are a way for the quieter people like me to share just as much as loud ones, and it
was only over time that | realized that they had other benefits, such as the anonymity aspect, so
people could open up in ways that they might not have otherwise. That was important as my big

projects became a lot more personal.

Now | would like to share some issues that | think are important to consider in the future of the
public art field. The theme for this event is the future history of public art, so | want to start with
some very old history to really remember what this is all about. The historian of cities Lewis
Mumford once wrote that the origins of society and the reason we came together in the first
place was not just for physical survival, but also for a more valuable and meaningful kind of life.

We gathered so we could grieve together, worship together, and console one another.

Today, most of us live close together in cities, yet many studies say that people feel more
socially isolated than ever. Some sociologists say that the loneliness epidemic is becoming the
biggest threat to public health. Much like the facades of our buildings, we never know more than
the facades of the people around us. It is easy to feel isolated, alienated, and alone in our

struggles and confusions. | know what it is like to feel socially isolated because | have been
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there. A few years ago, | lost someone that | loved very much. She was like a mother to me for
most of my life, and she was the one who really pushed me when | was a confused teenager full
of doubt and confusion. Her death was sudden and unexpected. There were still so many things
that she wanted to do.

| went through a long period of
grief and depression. It did not
help that | felt alone and
incredibly isolated in my grief.
My inner world d
belonged outside at all, and |
realized how much we avoid
discussions of death. So |

wanted to put it out there to start

a conversation. | wanted to know

what was important to the people Figure 1. Before | Die, New Orleans, LA. Photo: Candy Chang.

around me, so | made this

homemade stencil that said AnBefore | Die | Want T
painted the side of this crumbling house with chalkboard paint. This house was in my own

nei ghborhood in New Orl eans. I stenciled it |ike
walking by could pick up a piece of chalk and reflect on death and life and share his or her

personal aspirations in public.

It was all an experiment. | didn't know what to expect. It was cheap to make, so | thought it was

no big deal if it didndét work out. By the next da
growing. The responses made me laugh; some made me cry. They consoled me during some of

my toughest times. | understood my neighbors in new and enlightening ways. | saw that | am

not alone as I'm trying to make sense of my life. The wall in New Orleans was up for most of

2011, and it ended for happy reasons. A new owner bought the property, and the house

became a home again.

But that wasné6t the end of the project. I receive
wanted to make a wall with their community, so | made a website with resources. Thanks to

passionate people around the world, there are now over 3,000 Before | Die walls in more than

20


http://beforeidie.city/the-walls

70 countries. One of the most common themes of these responses on walls around the world is

centered on emotional well-being. Here are some things that people have shared:

Before | die . . . | want to let go of my anxieties.

Before | die . . . | want to live without a cluttered mind.
Before | die . . . | want to be accepted by my parents.
Before | die . . . | want to stop looking at my freaking phone.
Before | die . . . | want to get through the grief of my divorce.
Before | die . . . | want to bring peace of mind to my mom.
Before I die . . . | want to hold her one more time.

Before | die . . . | want to stop being afraid.

Each wall is unique and reflects the people of that community. Each wall is a tribute to living an
examined life. And each wall reimagines our relationship with death and with one another in the
public realm. Death is something that we are often discouraged from talking about or even
thinking about, but none of us knows how much time we have left. The philosopher Paul Tillich
once said that the greatest sin of modernism is the barren triviality that preoccupies sense.

| think public art can play a really vital role in how we deal with grief and mortality. These are
some of the most profound parts of being human that we often neglect. A big difference
between our society today and our societies in the past is how private we are with our grief
today. In the past, there were many communal rituals around grief. Displays of mourning and
the contemplation of death were once critical components of public life, but much of modern

society has swept these elements from view.

Today, when a loved one dies, you are usually given a week off and then are expected to come
back to work as usual. It is no surprise that we have so many repressed feelings. As fewer
people belong to a particular faith, more of us are left to confront death and grief alone without
the rituals or reassurances of community. Processing the stress around an unexpected death
leads to years of unintended consequences. Preparing for our death is one of the most loving
things we can do for the people we leave behind. We need to become more comfortable talking
about it. It has been interesting to see some organizations change the wording on their walls to
avoid the word die. We have a lot of word voodoo around death. When we develop our own

comfort talking about grief and death, we can help change the culture from one that is full of
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death denial to one where we encounter death in a way that compassionately prepares us as

individuals and as a community.

| came across a lot of unexpected :
challenges making this first wall. It - T e

might not have happened if this
house were not in such bad shape. |

live just two blocks away from this

house, so this is my turf. | did not

know the legal processes. It is
different and confusing in every city,

but | figured if | got permission from

my neighborhood association, the

owner of the house, the people who . —— R s : s
’ peop Figure 2. Certificate of Appropriateness. Photo: Candy Chang.

live around that housed that is what

mattered to me. I'tés not common t o prpolhicospaee, a pr o
and | didnét know what to expect. [ promi sed t hat
didnét work out, I would paint over the whole hou

association were supportive 8 they wanted to prevent this historic house from being
demol i shed. The homeowner was really into it and
around this house said it canod6t | ook any worse th

We started painting. A police car stopped, and the officer said that a resident filed a complaint.
We needed a permit. | think it was a community leader who was afraid that people were going to
write on everybody's houses. The wall ended up empty for over a month with information about

the project posted on flyers on the wall.

The process to get a permit was really confusing. One city official told me that | did not need a

permit and if somebody didn't Ilike it, I could te
permit, so | went through a lot of rabbit holes until one neighbor finally introduced me to

someone at City Hall who was progressive and made things happen. That person was key.

After presenting my proposal to three civic committees at City Hall, | was granted an official

Certificate of Appropriateness that | had to post on the wall. Then, I finished it!
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Any of our questions or doubts through that process were answered as this project unfolded.
Over the course of the year that this project was there, no one ever wrote beyond the wall. This
neglected space became a constructive one, an intimate one. People who ordinarily had little to
do with one another began taking care of it. People donated their own chalk; people helped me
wash down the wall when it was completely full; and neighbors introduced themselves in front of

t he wall reading through the dayés responses. The
me , ifiPeople are around al l the ti me. The block is
There were a handful of wise-ass comments, but people erasedthemd i t 6 s chal k. They v

eclipsed by the thousands of sincere responses that made me feel close to my community in a
way that | had never felt before. Since this house was collecting dust and graffiti for years, no
one cared about it; yet, | confronted a
lot of obstacles to make this. If |
wasnot SO curious,
followed through with this project.

That makes me sad because | think
there are a lot of people who have
ideas for their neighborhoods who

get discouraged along the way. So |
hope that we can consider how to
support more experimental projects

in our neighborhoods to keep

pushing what public art can be. We ‘ o :
need to stay open minded to Figure 3. Before | Die, Savannah, GA. Photo: Trevor Coe.

3

unfamiliar directions and cultivate

more space to try things out.

These public walls are an honest mess. They are a big honest mess of longing, pain, joy,

insecurity, gratitude, fear, and wonder that we find in every community. All of us here are all

going through challenges inourlive s r i ght now, and thereds great co
alone. But itbés easy to forget this because there
barriers remain, ités easy to forget the humanity
and even adversarial. During one of my gloomiest periods, | found a lot of comfort in a book

called The Middle Passageby James Hol l i s, whoés a Jungian anal
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we are only tiny, frightened animals doing our best to survive amidst other tiny, frightened
animals. o0 That may sound a I|little grim, but it al

|l |l ose perspective, and itds something | remember

Whether it is our neighborhood, workplace, or cultural communities, our personal anxieties
extend into our public life, and many of the conflicts in our communities come from a lack of
trust and understanding. Over time, | realized that this personal, anonymous prompt offers this
gentle first step toward honesty and vulnerability in public, which can lead to trust and
understanding. These are essential elements for a more compassionate society and something
we really need to cultivate more than ever. | think this public invitation to share our inner lives
without judgment hopefully creates a way of moving us toward one another for genuine

conversations about the things that matter most to us.

When someone wrote fABefore | Die . . . I want to
and we talked about how depression has affected us or people we love. We realize that we

share the same pain, and we have so much more in common than not. This also made me

wonder about the other conversations that we are not having. Mental health is often neglected

and taboo to discuss. My own emotional struggles have impaired me at times from meeting

others, forming new relationships, pursuing my dreams, and growing. | would argue that we all

have mental health issues. It is a spectrum, a continuum; at various times in our lives, we

experience stress, sorrow, anxiety, and confusion. These feelings could easily escalate to more

serious conditions like addiction, depression, or self-destruction if we ignore them. It is really

easy to ignore them if we are surrounded by a mil
about this relationship between public space

and mental health, between society and the

psyche.

Many studies say that people are more
stressed, depressed, and anxiety ridden
than ever before. | think public art can play a
really important role in cultivating our

psychologicalwell-kb ei ng. So | 6ve con:

to create spaces that expose the unspoken,

Figure 4. Detail view of Confessions. Photo: Candy Chang.

like the Confessions project, where
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thousands of people have joined in to share and see the confessions of the people around them
from Al | ove catsodo to Al hate my sistero to Al ap
eat too muchl 6mesesanbetdol 6l 1 die alone. o This is t
and it points to the potential for consolation and kinship when we make intimate spaces to open
up. This project reveals how quickly we will expose our struggles and vulnerabilities when given

the right conditions.

After seeing how much we struggle, |

have also created tools to help us

take the next step to find hope and

guidance as we make sense of our

lives, like this project called The Atlas

of Tomorrow.1 t 6 s an i nteract.i\
in downtown Philadelphia that is

inspired by the IChing. Youodre invit

to consider a dilemma in your life,

— 3 then spin this giant dial to select one
Figure 5. Atlas of Tomorrow. Photo: Candy Changd. of 64 stories a|0ng the wall to consult

for poetic guidance. If you are
struggling with a relationship, you might land on a reading that encourages you to consider
where your attitude has not been useful, where it has been holding you back or the other people
involved.

The community and | also finger
painted this mural. It consisted of over
200,000 finger-painted dots that
converged into this three-story
artwork, so it became art making as a
form of meditation. By injecting this
device for personal reflection into the
public realm, | hope this mural helps

to remove the stigma around

discussing our mental health and

Figure 6. Atlas of Tomorrow Process. Photo: Candy Chang.
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promotes emotional well-being as a critical component of thriving communities.

This is a collaboration with the Mural Arts Program, the Department of Behavioral Health, and

Broad Street Ministries. Because it is interactive, Mural Arts said it could support it for two years.

After two years, it would re-assess because we do not know how much maintenance the dial will

involve. It has been a year now, and so far, so good. | hope that it lasts for longer than two

years. There is so much potenti al and value in in

more support for their longevity.

Il &m |l ooking out to the audience, wstoday|[pantingtoi s t he
Jack in the audience]. He is the founder of Forecast Public Art and Public Art Review magazine,

and | want to thank him for all the resources and community around public art that he has

cultivated over the last few decades. He is the reason that | am here today, and he is such a

progressive champion of the ever-evolving directions in which public art can go.

As we spend the next few days simmering on the future of public art, | would like us to think

about the role that it can play in our well-being and kinship. Our environment shapes the human

spirit, and it can divide or connect us; it can minimize or enlarge us. As social isolation continues

to grow, | think local infrastructure for the soul is more important than ever. We are increasingly

stressed, depressed, and socially isolated. Our politics seem to be dividing us in increasingly

extreme ways. Peoplebés fears are being stoked int
really disturbing trends. Our public spaces are our shared spaces that bind us together as a

community. | think public art can play an increasingly vital role in how we relate to one another

and to ourselves. The city of tomorrow needs more public spaces that speak to our inner lives,

where reflection and connection and conversation become commonpl ac
anxieties, sorrows, and confusions are met with kindness, compassion, wisdom, and grace. |

think public art can play a profound role by helping us make sense of the beauty and tragedy of

life with the people around us, to shed our facades and break the ice, to bravely face the

darkness, and fully enjoy the light.

Thank you so much. | look forward to the next few days.
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Q&A Facilitated by Theresa Sweetland and Jonathan Johnson

Theresa Sweetland: Candy and | were just talking at dinner. It is pretty unusual when you see
a TED Talk or a keynote by her, and then you actually get to spend the next two days with her.
We have about 10 minutes for questions, but you will also have the chance to spend time with
her later, which is pretty awesome. Do not feel like every question that you may have burning

right now will not get answered. You will get the chance to talk to her.

So Jon is going to walk around. Please just raise your hand if you have a question for Candy,

and we will get your input.

Cameron Cartiere: Hi, Candy. Can you talk a bit about the labor of these projects? Can you
speak to the degree to which you are engaging community and the sheer amount of time it

takes to produce the work?

Candy Chang: The labor it takes for projects . . . depends on the project. With some of the
projects | did on my own, like | Wish This Was, it was fast. | just made it happen because | was
a resident and the project was temporary and easily removable. As | create larger public
installations and partner with many organizations, we do it in a very thoughtful way, and it does
take a long time. | think that has been good in certain ways. The Mural Arts project, for instance,
took at least a year until it was out in the world. Over that time, | worked with a lot of local
groups and mental health organizations, including Broad Street Ministry. It is this incredible
secular like church that serves the homeless population for Philadelphians, providing a lot of
different services, including mental health services. | met with a lot of people there over the
course of several months and talked about what we could do to take care of our emotional
health. That is something | would love to hear more about with all of you. | was asking a few

people tonight, AWhat do you do to take care

When we think about mental health and how we take care of it, it can be very nebulous. Taking

care of our physical health is very concrete with the exercise we need to do, but mental health is

a | ot more abstract. I'tds definitely not just
therapists. | think there is so much more involved, and | have been thinking about it for myself.

The things that help med like meditation, going to saunas and steam rooms, museums,

journaling, dream interpretation, using the | Chingd are part of such a wide range of things
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people have talked about that help them to feel centered again and to restore perspective. A lot
of these projects are part of a long process where | soak in a lot and listen to a lot of people. It
gets me to think about what might be helpful here, too.

The Mural Arts program has a great program called the Porch Light Program, where the goal is

to look at public art as a way to heal in terms of the well-being of the community. Those were

the parameters; | could do whatever | wanted. After talking with so many people there, it pushed

metothink about what helps me and what could be usefu
project happenedd trying to figure out a way to translate the | Ching into something for the

public good. In school, we are never taught how to deal with our relationships or our psyches.

We are very psychologically immature, repressing a lot of feelings or projecting our fears in

different ways. Things get displaced, and it leads to a lot of conflict and misery. | think there is a

lot of opportunity and value in offering more tools and talking about our mental health struggles

and what helps us.

Maile Meyer: Mahalo for your work and your vision and just the construct that you operate in

because it comes from a personal pl ace. I am fasc
community because you sparked people to deal with pain in a very real, authentic way. Often,
projects |like these are a scatter of ideas and by
have been very trivialized. At its core, what you have done is really given people a safe space. It

is predicated on trust and community. So, you have done this mural, Before | Die, and people

come and respond. But when you leave an area, how do you support the community? Or do you

back away and let the community support itself? What happens when you ignite that spark of

community engagement in a very real and personal way? How does it get managed through its

own organic life in community?

Candy Chang: | think it depends on the project. With Before | Die, how do you know what to
expect? | didnét know if anyone would even respon
kindofopen-s our ce proj ect, |l i ke a public ar t-soureer si on of

project that has been such a learning experience for me to cultivate and give it what it needs.

For all of the Before | Die walls out there, it was always started by a local organization or
resident. There is always someone there that is t

community, o6 and then they contact wus. | ethyy to cr
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happen, to make it as easy as possible, and to share all the things that we learned through our

process. Then it becomes this really interesting experiment where communities support

themselves in their own ways. Some organizations have created a framework for it. For

instance, in Tulsa, Oklahoma, an organization took certain responses on the wall and tried to

make it a reality for the writer, the person who wrote it. They helped somebody run a marathon.

There was a wall in Joinville, Brazil, where some body saw fABefore | Di e
photography. d Someone who read this was a photogr
Facebook, he tracked down the person who wrote that on the wall so he could connect and be

his mentor. There are a lot of experiences like this where people have run with it in their own

ways.

As | think about it more, | wonder how to collect these kinds of stories. There are so many things
that happen afterwards that | never hear |l &@&dout .

love to learn from your experiences as well.

Mark Salinas: Thank you for your presentation, Candy. I 61
thematic things aside, | really see an analog approach to what is now social media through very

do-it-yourself participation by the community. The number of likes aside, access to Internet

aside, everyone has the opportunity to post their feelings in a very humanitarian way. | was

curious to know what other opportunities you might foresee for us as advocates of public art that

might incorporate sort of an old-school approach to communication.

Candy Chang:Yes, itds interesting. When | started crea
about what | could do with the skills | had. My background is in urban planning, architecture, and

graphic design, so a lot of my first public art experiments were based in print, analog-like things.

Only over time did | realize they had other benefits. They're accessible, un-intimidating, and the

anonymity is really interesting, especially because of how anonymity has played out online.

When you say anonymity online, it makes me think of YouTube comments and some of the

most horrible parts of humanity on display, hiding behind anonymity. However, with these

projects, | learned that there i's so much value that can c¢come
where | think analog components can play a big part in projects, depending on what it is you are
trying to pursue. These days, as weodre ithsandated

pressure to carry a tail of behavior behind us. Every comment we make and picture we share
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online will follow us for the rest of our lives. That is a lot of pressure, and it ends up pushing us,

sometimes in unintended ways, to only expose a certain side of ourselves.

With these anonymous projects, |l 6ve seen how peop
have if their names were going to be attached to it forever. | think that is something to consider

as you think about the projects and processesy o u 6 r e @ whers anongngjty can be

valuable in helping people to really open up and be honest and vulnerable. Maybe that can

reveal a deeper layer of expression, of understanding, of consolation, or to help people see how

much they are not alone.

Opening Remarks

Moderator: Cameron Cartiere

Cameron Cartiere: It is fabulous to be here. When Lori sent me the email to ask if | would be
interested in participating in this symposium in Hawai'i in November, | wrote back "sure," to
which she wrote back, "Thank you for agreeing to moderate the entire conference." My

response was, "That was not in the email."

We are among friends. Wi th that in mind, we are g
I have been in a number of conferences this year. | mentioned earlier at our pre-conference

workshop that this is the third conference | have been involved with this year with a title that had
something to do with Anew. 0 | nl PoNdaw avhar, k,i ti twawa i
Ways of ThinkinginPu bl i ¢ Art. o And, of cour s e, here it i s
we are at this moment of both self-evaluation and reflection and, | think, hungry to do the next

thing.
Within that, | would ask us for this next day and a half to not hold each other hostage with time.
There's a bit of a technicality in that everybody's been given 12 minutes. That is not 13 minutes

or even 12 1i. We will alert you when youdve hit 1

I want everyone to know that we hear you. This group hears you. If for some reason, whether

you are a participant presenting or a discussant or an observer and you feel like you need to be
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heard, come to me directly. | will give you five minutes of my undivided attention. | will even time

it. | may have a drink in my hand, but I will give you that five minutes.

Also, if you have ideas or thoughts, write them down. Feel free to hand them to me along the
way if you're not comfortable during your time to mention them or if you are in a position where
you feel like you cannot do that yet. There are moments along the course where | am supposed
to give feedback and do a reflection, and all of those are really valuable. Again, we will hear

you.

| want to say, before | turn it back over to all of you, that in that hunger to figure out what the

next thing is that seems to be really bubbling up this year, can wed for at least this day and a

halfd agree to listen in a slightly different way? | would like us to create a space here where

people can try out a new idead even if it is something that they might not actually agree withd

but t hey want to hear it out | oud. For i nstance,
we made less public art?" | felt half the room cringe. Can we try and listen in a new way and be

in a space where we are reflective? Can we consider action rather than what we normally have

to do, which is react?

That, | hope, is the environment | can help hold for you here. We will start off with our first set of
speakers. Anthony, did you want to say anything else?

Anthony Radich: Can we just get a quick identification of the speakers?

Cameron Cartiere: Everybody has full bios, so we can just go around quickly and say your

name and where you're from, please.

0 Lauren Kennedy, Executive Director, UrbanArt Commission, Memphis, TN

0 Jack Becker, Founder and Director of Consulting and Creative Services, Forecast Public
Art, Saint Paul, MN

0 Deborah McCormick, Director, SCAPE Public Art, Christchurch, New Zealand

0 Larry Baza, Council Member, California Arts Council, San Diego, CA

0 Jen Lewin, Artist, Brooklyn, NY

0 Jonathan Johnson, Executive Director, Hawai 6i
Honolulu, HI
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0 Jasper Wong, Founder and Lead Director, POW! WOW!, Honolulu, HI

0 Cameron Cartiere, Professor, Emily Carr University of Art + Design and Co-Editor in
Chief, Public Art Dialogue, Vancouver, BC

0 Lori Goldstein, Manager of Public Art Archive, WESTAF, Denver, CO

0 Leon Tan, Academic Leader Postgraduate, Unitec Institute of Technology, Auckland
New Zealand, Design & Creative Industries

0 Candy Chang, Artist, New Orleans, LA

0 Richard McCoy, Director, Landmark Columbus and Exhibit Columbus, Columbus, IN

0 Mundano, Artist and Activist, Sao Paulo, Brazil

0 Heather Aitken, Project Manager, City of Calgary Public Art Program, Calgary, Alberta

0 Paul Farber, Artistic Director, Monument Lab, Philadelphia, PA

0 Maile Meyer, Founder and Owner, Nadea Hawaid, Honolulu, HI

0 Cynthia Nikitin, Senior Vice President, Project for Public Spaces, New York, NY

Cameron Cartiere: You all have the agenda and biographies of all the participants. We are in a
non-wi-fi zone, but | encourage you to embrace this opportunity to unshackle yourself from
those emails. You can always use me as the fall guy. You can say that the moderator banned

any external communication. You can send them to me. | will protect you.

Our first panel is AThe Future Democracy of
Lauren Kennedy, and Larry Baza will be presenting in that order. We'll start first with Jasper
Wong.

The Future Democracy of Public Art

Jasper Wong: | get the pleasure of starting everything. We're presenting on the future
democracy of public art, and it felt really broad when | read through the description of the
session. It also felt exactly like what we do as an organization. | thought it would be best to talk
about where we started, the history of it, and how it applies to the future democracy of public art.

I'll play one of our videos in the background and then talk about what we do. [Image reel linked

here.]

| run a mural festival called POW! WOW! | was born and raised here in Honolulu. | left the first

chance | got. | moved to San Francisco and went to art college at California College of the Arts.
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After being there for six years, | wanted to figure out how to turn my ideas into physical forms. If
| wanted to make a shoe or a bagd or anything for that matterd what was that process? How to
get from point A to point B. In college, however, we never learned the business side of it. We
just started conceptually thinking and building technical skills. Beyond that, it was up to us to

figure out how we were going to create a living or do what we do through the pursuit of art.

So, | moved to Hong Kong. At that time, China was one of the manufacturing capitals of the
world. Hong Kong was the gateway to that. | moved there to learn, but at the same time, |
wanted to continue to show my work in exhibitions because | really fell in love with that while
living in the Bay Area. | took my portfolio around to different galleries, and | kept getting rejected
because | was the wrong kind of Chinese. In Hong Kong, the market is very finance based and
revolves around how well your work will sell. There was not enough potential for them to sell my

work in galleries in Hong Kong. In reaction to that, | started my own gallery.

The Initial POW! WOW!

| found an old restaurant that was abandoned on the outskirts of the commercial district. It was
empty for about a decade. We painted the walls white, put in windows and doors, and it became
a gallery. The very first exhibition we did there was the very first POW! WOW!

The reason why we chose that name is because the idea originally came from comic book
culture. Pow! was like a punch in the face, so that felt like that was the impact art could have on
a viewer, and Wow! was the reaction to that. But powwow together is a Native American term
that describes a gathering to celebrate culture, music, and art.

The whole point of doing the project was to:

Emphasize the process of art. Many times, | feel like the process leading up to the final

work is sometimes more interesting than the final work itself.

Collaborate to bring artists together and connect them with local artists.
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In the end, we destroyed a lot of the artwork because | wanted to bring it back to why we started
doing art in the first place, which was for the love of it. When we were kids, we painted and drew
for fun. We were not trying to make something that we had to sell later.

| decided to bring this idea back to my homet own
was going on here and to bring back some of the work that we were doing in Hong Kong. |
wanted to recreate the same project concept with a similar focus on process and collaboration,

but | wanted to grow the project to a larger scale.

Bringing POW! WOW! Home

For our first project, we brought in 10 artists and created a mural. There was a mural in the
parking lot where we were doing our project. We felt murals were perfect for what we were
doing because we were doing the work in a public place. We were collaborating with each
otherd 10 of us from all over the place, from local artists to Canada to London to Australia, etc.
Because public art is ephemeral, we were not creating work that we were trying to sell. It was
for the public sphere. It was created for the community.

We started off with 10 artists creating a mural. In future years, we created 12 murals around the
neighborhood, followed by 70 murals created by 120 artists over a period of a week. We just
completed that in February. From there, we've been growing the project outwards. The real
structure of what we do is creating public art through the guise of the art and music festival.

We're creating a lot of work all within a week.

The aim of POW! WOW! is to:

Bring people together through a shared vision of beautifying communities with large- and

small-scale murals and installations;

Build bridges among artists of different cultures and ethnicities by flying in people from

all over the globe to come together with local artists;

Educate the public about art and remove some of the stigmas that exist with some forms
of public art.
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A lot of the work we do stems from graffiti culture, so the use of spray paint scares a lot of
people, especially in the communities in which we work. It is seen as part of the decline of a
community where they think that spray paint is related to vandalism and leads to drug use, drug
dealers, homelessness, etc. | have been blamed for everything from public urination to the
decline of a neighborhood. | actually had an anti-me group in the community. It was not anti-art,
anti-public art, anti-street art, or anti-graffiti, it was just anti-me specifically. This group would try

to find me to yell at me.

POW! WOW! Today

We want to educate the community about the work and provide educational resources and

mentorship opportunities to the youth of our community. We started opening up art and music

school s that are free to the kids; we have been d
years. Usually, we format these opportunities by scheduling public art events throughout the

community throughout the week. In addition, we will also organize art exhibitions, talks,

workshops, documentary screenings, concerts, block parties, soccer tournaments,

breakdancing, graffiti battlesd all types of events.

Our main goal is to try to be really inclusive with the artists that we work with and with the

community. That is why we work with such a wide variety of people. We work with established

artists like fine artists and sculptors as well as illustrators, comic book artists, and graphic

designers. We work with emerging artists through our schools and with students who become

official artists and part of the project itself. We work with graffiti artists, taggers, bombers,

everyone. We also work with Native Hawai 6ians and
Native American powwows, and | work closely with Native American powwow directors so we

can also expose people to what's going on with the Native American community and artists.

We have done this project in 16 different cities all over the world, including Honolulu;
Washington, DC; Hong Kong; Arad; Israel; Long Beach; Worchester; and Lancaster, California,
which was with the Museum of Natural Art and History. We worked with South by Southwest
(SXSW) in Austin, Texas. We've done it in Tokyo, Seoul, Guam, San Jose, cities in Taiwan, and

we are working on this same public art project in Manila, Cleveland, and San Francisco.
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We have created hundreds of murals locally in Haw
always accomplished this through our own means and have never tapped into any sort of public

art fund for support. The only government support
Hawai 6i Tourism Authority because we have created
in that regard. It is always our group doing it on our ownd creating projects and painting.

POW! WOW! 6s Democratic Approach

We exist outside of the normal public art workflow. We do it in a more gung-ho fashion. We see
a wall. We get the paint. We get a lift. We paint the wall. We've painted on 12-story buildings in
Tokyo. We recently worked on an 11-story building in Seoul, South Korea. We painted that in

four days. We painted the 12-story building in five days.

That speaks to the democracy of public art in cases where it's more our team just doing it on our
own. It is more grassroots and often more about finding blank walls and getting paint on them.
All we need to do is talk to the owners and the community. We make it happen. It is sort of
similar to what Candy Chang talked about in her keynote speech yesterday. You locate a wall
that looks like it can use some beautification. We have some paint left; we have artists and the
brushes, so we just paint it.

| believe that public art can permanently change the fabric of communities and the lives within
those communities. It can turn neighborhoods into outdoor galleries. We have seen it
completely transform neighborhoods where people now find the murals, take photos in front of
them, and discover new shops and restaurants nearby. We take the art out of institutions, and
we give it back to the people. It is painted by the people. That is my interpretation of the future
democracy of public art, where we just do it on our own. The tools are there. We just go and do

it. Thank you.

Cameron Cartiere: Excellent. Thank you so much. Our next presenter is Lauren Kennedy.
Lauren Kennedy: Good morning. In contrast, Jasper, | feel like | am the man talking about the
future of democracy of public art. | run a percent for art program working with the city of

Memphis and lots of private folks as well. In thinking about the demaocracy of public art, there

are a lot of beautiful democratic ideals that form the basis of what we do, but in the same way
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as actual politics, those democratic ideals often fall shortd as they do now. You can guess my
politics later.

I worry quite a lot about where we are falling short. | have some general concerns | want to talk
through, and then | will share a bit about an experience that we had this year where we were

really taken to task on some of these things.

| think a lot about equity, access, and ownership. In the same way that every sector is grappling
with this or needs to be grappling with this, we have to examine who is holding the power in a

situation, who is able to participate, and who is invited to the table.

Like | was saying, across all sectors, the ability to access resources, education, and
opportunities to lead this work is very limited. | am a straight, cisgendered white woman running
a public art organization in a majority black city. | can sit here and talk about how problematic
that is. We have a lot of room to grow to make sure there are more people represented and that
we're supporting more people accessing this work. We want to think deeply about how the
public interacts with and accesses the work as well.

Equity in Memphis

Following that thread, in Memphis, which is a place that | love very dearly, even as we talk

about equity, | feel that we are still very limited in our conversation around it. We are very much

completely focused on that in terms of black versus white. As the city comes up on the 50th
anniversary of the Memphis Sanitation Workersodo St
Martin Luther King, Jr., in a lot of ways, we are not anywhere near where we need to be 50

years later. That is very hard and sad to sit back and look at.

We are also not talking about queer people. We are not really talking about women or anything
that is not black and white. How do we help push that conversation forward a little bit? | also
really worry about the democratic ideals that we talk about around public art. | do believe our
public art should provide sacred spaces. | would like for community members to enjoy public art
in their neighborhoods or on their way to work. | think that is a beautiful concept and a huge

reason why | am drawn to the field.
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| also really worry if we are having the impact that we say we are having on communities. |
prefer to use neighborhoods rather than communities because | feel like community is too
monolithic many times. We have absolutely, as an organization, clothed neighborhoods with art.
| drive by them, and it breaks my heart to know that we did that. | think that the real meat of the
work is to think about how we spend more time, resources, and energy on thinking about that

impact around the engagement with the process. It is something that we have to really address.

These are questions that | have been asking for a while but particularly over the last year. Over

the summer, we were locked in a pretty intense battle with our city council. Some folks here

know a little bit more about it because | SOSdéed
hard around local artist participation, particularly artists of color. It led to some funding being cut.

It then led to an escalation of the situation where a city council member really came for us and

threatened to cut all of the percent for art funding going forward. The councillor also threatened

to cut our contract with the city so that we would no longer lead the work in Memphis. We

battled all year to protect what we do and the people we support.

Action ltems

We are a little bit ahead of that now, but we are still figuring out how to grapple with that. We
opened a lot of conversations as this was playing out. We organized focus groups and public
meetings. Through those conversations, we came up with this list of action items to really help
us address the issues of equity in our work. | think they're all really connected and layered.
There are some things we are doing now and some things we are looking ahead to do. | am just

going to touch on a few of those from each of the columns outlined in the document.

We are looking a lot at our process and how our processes, without intending tod and | am at a
place in my life where | do not really care about good intentions if you are not doing anything
with themd have been upholding inequitable systems. Again, because of access to resources
and education, a lot of the artists in our city who are successfully leading commissions for public

art are white men.
Strategies for Tackling Equity in the Public Arts Sphere

So how do we create more access points for artists to step into the work? The strategies we

have identified include consistently offering workshops and doing a lot of needed hand holding
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to navigate the application process, share more about the transparency of the process, or be

more transparent about it.

The selection committee process, the refining of designs, and the engineering are a lot of the
big barriers to doing this work. Therefore, it has become extremely important to really make sure
that artists as well as the public have an understanding of what the process looks like. We also
need to think about how we put together those selection committees and the types of resources

and training we can provide to those people. | will come back to that in a minute if | have time.

Building off of the selection committees, how do we think about the connections we are making
to neighborhoods and the people living there so that they do not feel that we have just plopped
work on them and made all of these decisions without them, which is often the case? That

feeling happens a lot.

Even further out and bigger picture, we were getting really publicly beat up for some things that
are not just the work of our organization. Looking at the inequity of the art world is not anything
that my one organization and team of three, including myself, are going to topple. So what is our
role in this very public place, now in the public spotlight, to bring other organizations into this

journey with us? How do we address equity as an ecosystem?

We also need to think about how we bring other artists into that ecosystem with us. Through
these series of conversations, there is this contingent of white artists who are using the trouble
with the city council as an opportunity to complain about why they are not getting commissioned
for projects. The level at which they were not looking beyond the impact on their careers and
how we are talking about this entire arts ecosystem in the city was sad to me. We have got to

bring so many people into this experience with us.

This is a huge list of things for us to try to accomplish, and we are going to be working with
some consultants around this new strategic plan to try to institutionalize racial equity through
every part and every layer of our work. We are thinking about and having lots of conversations
with some of these other organizations and people to figure out how we can address this
beyond just what we do but throughout our city. We are thinking about ways to help bring more
artists into it in a way. We understand that not every artist wants to be a public artist, and that is

cool, too. What are some ways that we can provide, outside of producing sculptures and murals,
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resources to artists who don't want to make those big heavy permanent things that have always
been our jam? We are constantly trying to provide more opportunities for folks.

This is all very tough. It is very, very tough work. | am not presenting any answers or solutions,
but I am hoping that we can, over the course of the next day and a half, talk about this more. |
have lots of things | learned yesterday that | want to try to bring home, but we all need to keep

learning, pushing ourselves, and gut checking at every step of the path. Thanks.
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~— | UAC ACTION ITEMS
® SHORT-TERM

Orient selection committee with a focus on racial equity
Develop and utilize a rubric for artist selection

Extend length of open calls from 4 to 6 weeks

Host artist workshops for all upcoming opportunities

Offer opportunities for all finalists to get feedback from UAC
staff on proposals before presenting to selection committees

Expand Hustle partnerships to be more inclusive

Update neighborhoods regularly about nearby projects
Build an inclusive selection committee volunteer pool
Connect more regularly with Councilmembers & their staff
Develop new community mural program & inform the public
Continue hosting open Office Hours across the city

® MID-TERM

Host a summit to share our findings with arts organizations
Host an annual Public Art Boot Camp for local artists
Implement mentorship & apprenticeship programs

Offer broader & more frequent volunteer opportunities

Support removal of Nathan Bedford Forrest statue or
development of a counterpoint project

Host public meetings regularly about ongoing projects

® LONG-TERM

Advocate for Memphis artists locally and nationally
Be more transparent in UAC processes and projects
Serve as a resource to the Memphis artist community
Develop a robust volunteer program

Strengthen partnerships with universities

Grow our programming around projects

Continue to grow partnerships with other organizations
across Memphis

Educate Memphis citizens about public art

Figure 7. Urban Art Commission Action Iltems. Document: UrbanArt Commission.




Cameron Cartiere: Thank you to Lori for putting this topic first and throwing us in the deep end
of the pool right off the bat. It is excellent. Our final presenter, Larry Baza.

Larry Baza: Good morning. | would like to begin with a statement that | made when asked by
Forecast Public Art for a response to the following question. I think it will give you an idea of
where | am coming from. The questionofpubleart AWhat i

and public artists for our future?bod

| believe that the transformative potential of public art for our future in the United States is
tremendous. The established and rapidly growing appreciation that Americans have for the
humanization of communal spaces that integrate public art supports an incredibly wide range of
public art programs and strategies throughout the country. The realization that space is not
unlimited in urban cities, suburban communities, or rural towns is an important driving factor.
Other factors include decaying physical infrastructures, urban blight, and flight. There is also a
growing return to city life and a brave generation of young folks and families taking advantage of
home ownership and new business opportunities in decayed inner cities or rural towns that have
seen better times and larger populations. The creation of public art projects specifically informed
by and designed to meet local needs, cultures, and aspirations, along with the right of our fellow
citizensd the actual publicd to participate in the development of their environment, |1 hope will
prevail. Finally, none of this is possible without the knowledge, vision, and creativity of public
artists and public art administrators working with elected officials, bureaucrats, business leaders

and our publicd the citizens.

Naturally, there are challenges ongoing. What follows are key issues based upon my
experience and in consultation with colleagues working in the field. Bear in mind that my public
art experience is based upon my work in San Diego with the County of San Diego's Public Art
Advisory Council as staff; the City of San Diego's Commission for Arts & Culture as an
appointed member and chair; the Port of San Diego's Public Art Committee as a panelist; the
San Diego Airport Authority's Public Art Program; and my service on the California Arts Council.

What follows are four areas important to the discussion of the future democracy of public art.
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The Four Areas Important to the Discussion of the Future Democracy of Public Art

Artist Training

First and foremost, it starts with artists. Without artists, there is no artd public or otherwise.
There is a serious shortage of artists who have the experience, skill set, and training to
successfully compete for and execute public art commissions. BFA and MFA programs at major

institutions and universities are not providing the training needed to prepare artists for this work.

Training for artists is needed to work with architects, landscape architects, and developers.
Training for the skills required to work with fabricators who build the components for public art
projects are a must for a public art career. As public art projects continue to be focused upon
communities and in communities, the training and skill sets in community engagement are
required for working in all communities with residents comprised of low, middle, or upper income

levels.

Training in cultural competency and sensitivity are essential for working in any community. It is
also impossible to ignore that there are large pockets of immigrants throughout the country,
including refugees, legal green card holders, and undocumented immigrant workers. All of these
populations have some commonalities and differences unique to their cultures; the most
important commonality includes the challenges on their lives since arriving here and beginning

new lives in this country.

Technology

Many artists are drawn to and are working in constantly changing technology that will drive new
media and digital projects for both permanent and temporary public art installations.
Opportunities for learning for both artists and public arts administrators in this area will only
grow in the future. We who are working in the field need to communicate to our universities and
community colleges about the need to create coursework and training courses beyond the
traditional BFA and MFA program models. Perhaps even a special certificate program or

programs for public artists might be a starting point in our country.
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Monuments and Racism

The most positive aspect of the controversy surrounding the removal of monuments that
memorializetheso-c al | ed ficonf ederate heroeso of the Civil
are having a national discussion on racism, that deplorable institutionalized product of slavery.

Tragically, the murder and bloodshed of Trayvon Martin and black men in Florida, Missouri, and

Michigan were the catalyst for the Black Lives Matter movement. It was and is no secret that

black and brown men have made up the largest prison population in the country for decades.

The movement itself, of course, has become a target of racists. The racial profiling by some
individuals in law enforcement and, in the extreme, the head of an entire department, such as
the convicted and former sheriff Joe Arpaio, has been exposed. The big question regarding this
national, unofficial, and spontaneous discussion on racism is how to focus and work to develop
strategies that will empower and inform politicians to create legislation to eliminate racism and
begin the healing. | believe it begins at the local level. It will take courage and relentless

commitment.

Identity

All across the country, cities and communities, in the last three decades, have been grappling
with the reality of the demographic changes that have made our cities more racially diverse than
ever before. The struggles for equality and civil rights have expanded and become more
inclusive of LGBTQ communities. With some difficulty and ongoing push-back, marriage
equality has moved forward. Transgendered people refuse to be invisible, and their fight for

equality and their very existence has cost some their lives.

Our country is growing into a multi-racial society, despite an incendiary, racist president and

administration. Our country, which was predominately white with pockets of "minorities," is

becoming multi-racial. Thoseso-c al | ed fAmi noritiesd have been predo
nationwide. In the Southwest, it has been brown Mexican Americans, Puerto Ricans, Cubans,

and black and brown people from the Caribbean. We must never forget the pitifully low numbers

of Native Americans who have survived the attempted genocide during the colonization of this

land by white Europeans.
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The exception to those exampl es mgliracialgdeiety. her e i n
Despite the imperialistic overthrow of Queen Liliuokalani and the Kalakaua dynasty and the
subsequent annexation of these islands, the Hawai
statehood. The contributions and traditions of all the cultures of its people are valued,

respected, and are an integrated part of the Hawa
nation and as the public art field working to make projects relevant and meaningful for all our

communities, we have alottolear n from t he people of Hawai 6i

It is important for me to close in the tradition of so many world cultures by giving thanks to
WESTAF, t he Hawai 06i State Foundation on Culture a

this gathering and these talks possible. So mahalo and mil gracias, a thousand thanks.

Cameron Cartiere: Thank you to all our presenters for a really rousing beginning. Now we will
listen to our three respondents. There will be some time for discussion after that. That is the

pattern that we will move through for the rest of the day. Our first respondent is Jack Becker.

Jack Becker: First off, | agree with Cameron. We were thrown into the deep end of the pool
right away here, but it is fascinating to hear the diversity of approaches to this topic by some
really incredible presenters. | have to say | am just so impressed. From focusing on the art and
the artists to focusing on the process to focusing on really big-picture issues that face
everybody, this is the opportunity that a symposium like this offers. | also want to thank
WESTAF for making this happen and all the people who organized this. This has been a long

time coming, and | am just really appreciative.

Jasper, it is really interesting to hear about POW! WOW! and the challenges that you have

faced going to places where there might be a lack of democracy and whether that can be a plus,

in terms of getting things done. You do not have to go through all the steps that you might in the

U.S. Itis interesting to think about the pros and cons of having a democratic process and the

advantages of going around the process. If the artist tried to go through the process, they

wouldn't get it done. As Candy pointed out before, you just want to put it up on the wall. You

may not know thereareper mi t s and whether i1ités appropriate.

Appropriateness!
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It was kind of hard to tell the extent to which there was a sense of responsibility for engaging
community. Maybe it just varied from artist to artist or project to project. So it is really important
for artists, even if they are just getting an opportunity to make art, to consider the context in the
creation of the content for the work.

Lauren, you are talking about the democratic process of how to withstand the spotlight that
public art attracts by casting light on the work and, by extension, your program. It is difficult to
work under that kind of stress, but | think your effort to do a planning process that is transparent
and gets community involved is a great way to actually solve the problem that you were talking

about.

Larry, your recognition of the potential public spaces and the need to include artists in the mix is
key to shaping and preserving a functional democracy. Training is key, not only for artists but for
audiences and allied professionals. Education can go a long way to help equalize access to the

field and create a shared vocabulary.

Candy Chang: Thank you all for sharing.

Jasper, | think among the many videos | have seen around public art, that was the most
beautiful. You did such a beautiful job documenting the process. It also made me think about
the process that happens before the mural gets painted. | wonder, now being the master of
documenting the production of public art, what if we document the process before public art
actually gets made? How can we make that part sexy? | think there are a lot people who could
learn from that part we often don't see. How do those murals get made? What's the process?
Are you partnering with organizations, community groups, or businesses? Does it go well? Does
it sometimes not go well? What are the challenges there? That would be so enlightening for
many of us to learn from. Seeing the way you documented that, | think it would be amazing if

somebody could also document the process before production.

Lauren, thank you for sharing. It made me think that | wish there was a whole discussion where
we went around and talked about the things we wish we did differently. | think we could learn a
lot just from those discussions. | don't know the exact process when it comes to selection panels
and committees. I've only experienced a few, but it made me think about the process | did with

Mural Arts where it paired me with existing community partners from the get-go. | started out
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working really intimately with different local groups. The concepts developed out of that process.
| wonder if that cand or maybe it already doesd happen with committee selections, too? Local
leaders, community, and advocacy groups are also part of those public art panels. | think
usually it's just public art-related professionals who are part of panels. If community leaders are
part of that process, could we gain perspective on things we might be neglecting and get a lot of

good insight from them about what members of the community need?

Larry, thank you for sharing all of your experiences. | think that's such a great point, talking

about the need for more training around public art. Most people who make public art never got
trained in itd we just fell into it. Then we're just learning as we go. It made me wish there were
more formal events or workshops where public installation artists had the opportunity to come

together, share knowledge, and learn other techniques to make it.

Maile Meyer: It took me a long time to get here. | was not sure | was going to be safe here. | am
safe because of three reasons: Jon Johnson, Heather [Aitken], and this book [Maile holds up a
copy of the Watershed+ Manual from the City of Calgary]. Have you all read this book by any
chance? You need to open this book.

When POW! WOW! began, Jasper was awesome. He was having a great time starting up a
business and commercial enterprise with beautiful, sexy, and lulling work. Those just are not my
people. | only work in marginalized communities. | am also safe because | have an old

relationship with Jasper, so | can be honest about the evolution of POW! WOW!

Lauren, thank you for being you.

As Hawai 6i ans, we | ook for signs. erdomyuwess do not [

what? They are not represented because only they can represent themselves. Surprise!

Back to what Cameron said earlier yesterday, fMak
Make less public art. Be very mindful about what public you are serving. Sometimes we try to do

the right thing, but in my book, it can be an abomination when one continues to talk about a

certain work without questioning what the artist did, especially to those in the local community

when it has nothing to do with where it is and why it is in place.
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As Hawai 6i ans, we do collaborate more than just s
believe in all of what is being discussed. | also know where to identify what resonates with

marginalized communities. | am not that marginalized. | went to Punahoa, Stanford, and UCLA.

Itis in my mind, but the people | work with, | help to defend. | help to make sure they have a

place at our proverbial table.

We all have unexamined biases. Get with it, and figure it out so that you get out of the way if

you are going to make public art. The way we believe in public is to collaborate with everyone.

So, Lauren, | applaud you. Your signage was over your guts yesterday; it was hilarious. It was a
message to me, as a Hawai éian, to pay attention t

different. Generationally, you have examined your unexamined biases and are owning them.

Larry is a statesman. He is very conscious, political, aware, strategic, and experienced. The
truth is, Larry, you have to put yourself in a mentorship role from my perspective. There are so
many young people who have to come up, and we have to support them. Without your lead as a
mentor, all you are doing is oppressing them. We all have to be aware of how we relate to our
communities and not be the oppressors when we think we are the gods. Step out of the way
and help all those young people.

Jasper: He is what he isd the potential to bring the world to us.

Cameron Cartiere: | am not stopping you, but | just want to say thank you very much. | am
making a note that we are at the end of the respondent period, and it is absolutely a way to
open us into our next phase, which is discussion.

Maile Meyer: The point is we are in it together. So, mahalo.

Discussion

Cameron Cartiere: We are in this together. This is absolutely wonderful. We can talk about

things where it actually gets uncomfortable. That is okay.

I would like to address the table to see if people have a reflection about what you have heard so

far that you would like to open up for discussion. Do not rest on formality.
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Mundano: | know Jasper's work. | have been following him for many years in Brazil. It is so
interesting (I'm also a street artist) that now street art is getting to this public art scene. For me,
this is newer. We are more outsiders of this formal event, so | think bringing Jasper here is
significant. | hope that someone can answer the question about how we can support more
murals and street art that provide major impacts all over the world while creating connections to
young people. | know it's so hard, for example, to create a festival like POW! WOW! that is
everywhere in the world. | am opening the discussion about how to help these street artists get

into this new thing.

Jasper Wong: For us it has always been very difficult to do all this work globally because (to go
back to what Jack said earlier) every city has its own difficulties in making it happen. When we
do work in Taiwan, for example, the idea of public art does not really exist. We have to learn to

work with these communities.

One thing that I learned from Maile being here and in the very early POW! WOW! years is to

create something that can connect the people that we are flying into the neighborhood on a

cultural level. Maile helped us set up a lot of cultural tours in the beginning where we took artists

to different important historical sites that talk
or stereotypes that people might have believed seeing it from a distance. We did the same

when we were in Japan, in Guam, and everywhere in the world. We try to learn about what's

going on there.

At the same time, we need to put that work in to make sure we're accepted by the communities
out of which we work. We don't want to be seen as invaders. We do not want to be seen as a
bunch of people who fly in, paint a bunch of stuff, and leave because, at the end of the day, the
people who live in these communities are the ones who have to live with the work that we put
up. We want to make sure that the people who have to see it everyday are the people that are
also for the project, believe in it, and see the benefit and value of it. That takes a lot of time and

effort and a lot of knocking on doors to talk about it.

We were in Japan recently, and the neighbors were really mad at us for painting a mural next to
them. The effort that we had to make to talk to everyone and discuss what we were doing and

why we were doing it is a lot. | think we sometimes forget to do that.
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In the past, | have received a lot of flack from Native American groups for the usage of the term
powwow. That name originally came from ignorance from my side. | thought it was a cool name,
but I did not realize that people would be so mad about it. | have had very long conversations
with directors of Native American powwows discussing the name and appropriation. They have

been really angry at me, and | have been yelled at for hours about it.

Through that process and my being ignorant, choosing the name led me to meeting these

people. It led me to attending and helping at Native American powwows, joining circle dances,

going to sweat |l odges, and becoming friends with
as well. We have learned about the plight of Native American people and about what we can do

from a public art perspective to help in any way that we can. We started involving a lot of Native

American artists into our projects as well as through the help of Maile and different people,

including Native Hawai 6ians, and also working wit

places and cities.

Recently, we did a project in San Jose, and Native Americans came and provided a blessing for
us. So it has been through the ignorance and misnaming of a project that led me to connect with
a group that maybe | would have never connected with before. Doing public art has led me to
connect with a lot of different people all over the world. It is work that needs to be done and that
we are doing. Almost everywhere in any city and any neighborhood, we've had people who
were unhappy, but that has never stopped us from doing it because we also really believe in the

value of it and of what we do.

Cameron Cartiere: | am just going to jump in for a minute, Jasper, because what | am also
hearing in the conversation that both Larry and Maile opened up for us is this idea that we are
practicing in public. How do people see the process behind? How do people see what we put
out in the world even if it is not necessarily art? Is everybody going to interpret that the same?
Or do we have so many visitors who come into our neighborhoods and communities who do not

know the territories and the politics and the passions behind this work?

We do not have an opportunity that some artists do working in their studios, others working in
municipalities, and bureaucrats who have a huge group of people between them and the public.

We are so much on the front line, right there at the point of action. How can we continue to
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make those engagements with people, yet take the opportunityd as Lauren was sayingd to
reflect on how we might do it differently next time? Knowing that we're probably not going to get
to do that mural again, we have to move on to the next thing, yet those elements still live in
public. So I'm wondering how people have actually dealt with those situations. If we wish we
could do it differently next time, how would you do it? Or if not, why not? What bound you from

not being able to do that?

Cynthia Nikitin: | want to address your point, Cameron, and talk to Lauren. | was involved with

the UrbanArt Commission of Memphis. That was more than 15 years ago.

| was flown in. This was a nascent public art organization, and it gets to some of the conflicts
that you're having today, which is this sort of institutional mentality about organizations when
they start out. We wanted to brainstorm what their goals were, what their vision was, what their
jam was, and what their brand was. The changing organic nature of the cities and the publics
with which they work point to where some of that tension happened. So a group of us flew in.
We were kind of a motley crew.

We arrive at one of the constituent és ihggptoyl ous ho
and the host has all of her very wealthy friends and potential funders there. They wanted to

create world-class public art for Memphis. That was what they wanted to do. They believed

world-class artists put Memphis on the map. The four of us together (the group that had flown

in) had a completely different take on what needed to happen. There was the Orange Mound

neighborhood, and we met with metal workers there. They have this tremendous wrought-iron

met al working steel i hduJhay! sWa gheaghoppoWowni t
to do this amazing iron workd ornamental iron work in these amazing neighborhoods. We could

talk to the people in the communities and figure out what it is they want. We had this grassroots,

bottom-up approach encouraging the group to look at its assets, work with the neighborhoods,

and bring them into the process. But the group wanted world-class public art.

I don't know if that original group is still involved, but that was kind of the country-club
expectation. What's happening now with the new generation of leaders in the organization and a
completely different conversation happening in the city is that original premise is no longer valid.

I f youbre trying to serve boyolrseluea  azyeosogmehow u' re j u

you have to convince the constituents who want world-class public art to let it go or say how
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many amazing community-based, community-generated, community-empowering works

actually help build a city. Memphis needs a lot of help.

There are a lot of wonderful people doing amazing work in neighborhoods with art and public
space in communities of color around churches. They are not getting any traction, they are not
getting any support, and they are not getting any recognition. They are just trying to figure out
who else is out there doing this work so they can actually collaborate and partner together. That
may be an easier lift rather than reinventing the wheel. Find out who those players are. Maybe
create a forum or be a forum to support the amazing work that is going on out there. Be that

umbrella to legitimize and validate. That would really be world class. Thank you.

Lauren Kennedy: | inherited a lot of baggage when | came into this role that we're still
unpacking and sorting through, but I think that there is a lot of tension between the idea of
world-class art and working with people in neighborhoods. | still am interested in supporting
people coming in from outside and being able to do big, beautiful things, but they can't just
come in, make their project, and leave.

Regarding Jasper's point about actually spending time with people in neighborhoodsd if that
kind of thing is happening because it is what a funder wants to see happen, how do we make
sure there are mentorship opportunities and opportunities for local artists to apprentice so that
they can get their feet wet? How can we provide them an opportunity after that to tackle it on
their own? Also, how can we plug into work that is already going on because we are certainly
not the only people having conversations like this. How do we support that happening on lots of

different levels and in lots of different spaces?

Cameron Cartiere: How do we support that? How do we support those layers? | think often we

are presented with the desire for one solution. Is there one solution? | do not know that there is.

Jasper Wong: | think it is important to try to address the different voices that are in the
community. That is why we work with a lot of graffiti artists. They are a sector of the art world
that does not really have a voice within the community. They do not know how to access
funding or public art institutions. They are more interested in getting their work out there by any

means possible, even through vandalism.
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We have learned that by giving graffiti artists a voice through the work that we do, it also helps
in various ways where they become respectful of the project. | have had murals vandalized, and
| am sure all of us in public art have dealt with that over the years, where our work has been
vandalized by graffiti artists in different aspects. If we find a way to work with them, they end up
respecting it. | have had some issues in the past where | talked to different heads of graffiti
crews, and they make the guys clean it up and fix it. | think we have to not forget about them
and work with them. It is also important to educate. A lot of people that we work with who are
more established used to come from that world, too, so we're learning to work with everyone
across the board, whether vandals or established artists. We try to make sure that they're all a
part of the project. We try to make it more inclusive so it feels less pretentious. It is less like an

exclusive club of people who know how to do it and more about public art being for everyone.

Cameron Cartiere: | would like to open the conversation up to the observers.

Maria Kayne: | really liked the presentations. There are a few catch words that are sticking in
my mind, and | would like to address them and maybe offer a solution of a process we have just
gone through recently in our town. Education is big. Being inclusive is important. The way we at
Site Projects Inc. in New Haven, Connecticut, are trying to achieve that right now is by doing the
biggest, hardest public art project that we want to do.

Basically, in order for the people to appreciate it and to be included in it, we had to point out the
history of the space where we are putting in an installation. The way we did that is through the

creation of an organization in town called Public Art Fellows.

We went to the high schools. We told the students the history of the space. We arranged for
children to perform in the space that we are going to use. That space then becomes attached to
them, important to them, and vital to them. We had poets who came in and wrote poetry about
the history of the space. We had a steel drum band visit and compose. Underneath the space is
an underpass where there is natural, organic sound from cars and highway traffic. The kids
blended with that. We had somebody create a map of the history of municipal development from

that particular space and its history.

What we achieved was getting the community involved. That's what you want to see. We are

also getting the bureaucrats to listen because we included children. We're telling the
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bureaucrats that this is the thing to do for us and for the future because this space is going to
belong to us once the city has created it. That's just something | want to throw in. If you're more
interested in the details, I'm happy to talk about itd but | think it's an avenue for public art to
unfold in a very democratic way. We arranged for mentors to work with these children. They
came from all different parts of the city with different levels of education. Don't forget that New
Haven is majorly an academic town. Yale University! The Bulldogs are there, but we have a

very diverse community around us. We have got to unite them. That's how we get funding.

Paul Farber: | am going back to some of our previous conversations, with a hope for balance.
I &m t hinking about an issue that manimberefpepmeen t hr o
here: There is an immense desire to collaborate and to do so in public, and there are also

profound wounds within particular communities and across them.

I think of words from a colleague of mine, Bryan Lee of Paper Monuments, who has talked
about the connection between symbols and systems. Lee has shared trying to understand and
balance the goal to collaborate while figuring out how to do the work of healing around wounds,
especially around racism, sexism, homophobia, and colonialism. There are times where you
may be a part of a healing solution, and there may be times where you are not a part of thatd
where you are aiming to work a wound in a way that might not be helpful. How do you try to
balance those rhythms?

I think that idea to listen better and slow it down is a fundamental part of public practice, and
that should not come at a moment when it is too late to try to build it in at intervals throughout a
project. As | tell students and artists who work with us, there's no place to hide in public. If
you've worked in a gallery, despite how difficult it is, you close the door and finish the exhibition
and then unveil it to the public. The minute that you set foot in a public space, whether it is to do
a site visit or to scope out the details of your work, or especially when an artist comes to install,
the project is taking on new layers. So having those moments to listen better and slow it down,

to echo those important words, is a way to deal with those balances.

Cameron Cartiere: When so much of the demand on public art feels unrealistic, like this idea

that we should be able to cure everything, how unrealistic are we about our own abilities?
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Erin Shie Palmer: | am an artist who creates public art. | grew up here and | came back a few
years ago. ltds been interesting to have returned
contemporary art. My family has only been here for three generations, so we are newbies, but
we have a specific history. Upon my return, it has beenreallyinterest i ng t o see Kakadalk
now has so much development. My mother grew up in

general contractor and his workshop was located there.

| still feel a layer of being new and trying to find my footing in this. What | find interesting, being
a practicing artist and dealing with different challenges that are different from administrators, is
that each project is a visual manifestation of a particular point of view at a particular time. As an
artist, you present one perspective. It may be a combination of voices, but it is one voice at one
point in time. We don't have the challenge of trying to make everything the perfect thing for all

time. You, as administrators, are looking at a broader perspective.

But there are some challenges that come up even with temporary projects. How was my voice?

What layer am | looking at right now?

| see a parallel with social and cultural history as it develops. There is a history, then the next
layer appears. Which layer am | going to be dealing with that is my voice as an artist that makes
sense in this community? It might not be what everybody likes; it might be my point of view, but
it is an opportunity to be one voice in a spectrum. And you recognize, as we're seeing currently

with historic monuments, that sometimes there's a very different perspective.

| think the challenge for administrators is to find ways to speak genuinely and reveal particular
perspectives. Despite making my living creating public art, | think the idea of making less is a
good idea, or perhaps we should make a different kind of public art. If it is permanent art, it can
speak to this appropriateness, and it does not always have to have the broader picture of a
historic official monument. If it is short term or ephemeral or if it is something that involves a

performance, it can have a shorter and more immediate impact.

There are ways to engage and bring those voices out, but there are challenges. There are forms
of recognition. My question or offering to you is to recognize that what you are putting together
when you put together a public art collection is a group of voices. It is not one voice that speaks

for everything.
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Deborah McCormick: | would like to share with you an example of democracy after a natural
disaster in Christchurch. The entire arts infrastructure after a February, 2011 earthquake was
completely displaced. We had no town hall and no art gallery. Artist studios were demolished. It
really was an opportunity to stand up and do something quite different in my career.

We were all brought together in a public meeting by our government arts funder. We were
asked to stand up and speak to what we thought was going to be important in the city. We
spoke to how we would rebuild our arts infrastructure. That was a truly democratic process. It
was really an opportunity for us as a group to be put in a room without a plan, without any

agenda, and to actually start from scratch. It was all about bringing community into the process.

We were trying to make sure that art was going to be a part of this new city, which was
completely blocked off from any public access. Our most important action occurred as soon as
the first area opened. We decided that we would have a festival there and that we would have
art and artists. So we engaged the art community and we said, "What do you want to do?"

One of the things that came out of it that was really special was a group called The Social. This
was a group of young artists. Our challenge included ensuring that artists stayed in Christchurch
because there was this huge flight of people leaving all over the place. The project took place in
our city mall. We made a mall out of shipping containers. We're really well known for that in
Christchurch. We asked artists to come up with proposals, and those proposals were actually
selected by people from the communityd a grandmother, a child, a dad. It was so successful.

One of the most important events that happened for us was this communal dinner, which was
called The Social Soup. We were terrified. We were all shaking. We didn't have houses, but we
felt that art was still important. We shared soup along the mall with hundreds of people. We sat
together, and we really felt like we had achieved something. We had inserted art into the
agenda. That program carried on for two months. We had some absolutely brilliant artworks. We
had a group called The Loss Adjusters, which was set up to process your claim as a satire. So it

was quite cathartic. People could go and have their story of loss recorded.

I think it is really important that we reach out to our communities. We need to bring children and

everybody in our community closer to our processes. From our experience, it actually got the
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attention of our leaders. It got the attention of our community first, which then influenced the
leaders. We went on from that position to make sure that every time something new opened up,
there was going to be an agenda for art to be there at the forefront.

Cameron Cartiere: | have the unusual position of also being the timekeeper. | want people to
feel heard, but we have a robust agenda. | am going to ask if you would like to wait for the next

round or if you would like to make a comment now about this democratic process.

Laura Phelps Rogers: | am from Denver, and | have a very multidisciplinary practice that is
focused towards a public art practice. | think | am sort of in awe having an opportunity to listen

to all of you as decision makers who are so prolific in trying to create opportunities for artists.

With your use of the word marginalization and thinking through everything everyone has said,
the preconceived notions about public art, including the monumental aspect, almost made me
feel like you have to forget everything that you ever thought about public art. Because artistic
practice now includes multidisciplinary approaches, there are so many things out there beyond

monumental art.

Sometimes, this pursuit of seeking world-class art, I've noticed as a visual artist, actually causes
local artists to become marginalized. This idea that you want someone from here or there as
part of your art collection actually limits the people right in your communities. I've come up
against that. | think maybe there is a wayd through committees and chipping away at
preconceived notionsd there may be a more inclusive approach to creating world-class art with
the artists right in your community. Most artists have a national portfolio of work or exhibition
inclusions, delving into those qualifications could reveal many qualified national and

international artists at our doorsteps.

Cameron Cartiere: That's actually an excellent moment to hold onto because we are going to

come back to that as we move into our next session.
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The Future of Technological Advancements in Public Art

Cameron Cartiere: We wi | | now move to our next set of pres
Technol ogical Advancements in Public Arto session
Brooklyn.

Jen Lewin: Hello. | have a studio
in Brooklyn, and | originally have
a background in architecture. |
picked architecture not because |
wanted to be an architect but
because | couldn't choose
between art school and
engineering school. | wanted to
take fine art classes, but | also

wanted to take programming. |,
| Figure 8. Screenshot of circle created in LOGO. Photo: Jen Lewin.

y

too, am actual
grew up on Maui and went to
school at Punahoa. | had a really wonderful, beautiful childhood here.

One of the most important things that happened to me was being a part of an experimental
program on Maui in a public school there. | was taught to program in 1983. This was a really
cool program out of MIT created by a guy named Hal Abelson. It was a language that allowed
you to build graphics. At the time, | was an art kid, | was a dance kid, | painted. My mom was a
dancer, and | had no interest in science and technology. | learned this language, LOGO, and it
changed everything for me. I loved it. It wasn't my teacher specifically, but | immediately saw

this as a tool to make art. | became completely infatuated with computing.
I went on from there and spent a lot of time learning software. | wanted to be a hacker, but | also

wanted to make art. | spent my life doing one or the other. Eventually, | landed in an art career.

This is an example of the kind of work | do now. This is a piece called The Pool that has
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