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INTRODUCTION

An expert meeting on art took place on the instructions of the Dutch Government in The Hague, the Netherlands, on 26 and 27 September 2005. Representatives from organisations which are involved in (percentage) schemes in various European countries met for the first time at group level. The gathering was organised by Atelier HSL (High Speed Line South Studio) in cooperation with the Atelier Rijksbouwmeester (Chief Government Architect’s Studio) based on the need felt by both studios to exchange experiences with comparable organisations in other European countries. In the Netherlands the percentage scheme has recently been applied for the first time in a large-scale infrastructural project. Another point for discussion is whether it is perhaps time to set up a percentage scheme for European building projects, too. 

This first meeting was primarily intended as an introductory get together for the exchange of experiences and ideas. Participants introduced their organisations and presented one or more case studies in this two-day gathering. The presentations were divided into six sessions: Art Commissions in State Buildings, Art and the Social Sphere, Art and Infrastructure, Sustainable Art, Future Art, Dutch Examples. The expert meeting closed with a discussion. 
The following topics were handled in the presentations:
	What kind of policies do the different European countries have for art designed for government buildings? 
What are the successes and failures of these regulations and how can quality be sustained? 
Can art really contribute to large-scale projects and what kind of role does and should art play in these complex economic processes? And what are the consequences if these projects are a form of self critique?
Is there a need for a European organisation or network that supervises and commissions artworks and architecture for buildings which are part of the European Community?
How does one deal, as an art organisation, with all the different interests of parties in large scale building projects which develop out of cooperation between public and private partners? 
How could exchanging knowledge and experience contribute to achieving higher quality?
-	Should this exchange be organised on a regular basis, for instance every two or three years?

After the presentations a short discussion was held on a number of the aspects mentioned and suggestions were made for the future. 


A report of the presentations held during the expert meeting is given below. It is preceded by a concise overview of schemes in the field of art for state buildings in the participating countries.


(PERCENTAGE) SCHEMES IN THE PARTICIPATING COUNTRIES

Finland 
In the fifties Finland formulated a percentage scheme whereby 1% of the national building budget was to be spent on art. The Committee for the State Art Collection was set up, under the responsibility of the Ministry of Education, for its implementation. Because the scheme did not get off the ground, these days the committee is financed by the national lottery. It has 700,000 euros at its disposal annually for the purchase and maintenance of works of art. 
Half of the Finnish state budget for culture goes to the municipalities, of which Finland has about 430. The government defines the designated use of state funds (such as culture) but the municipalities are responsible for how they are spent and interpret instructions in totally different ways. This freedom also applies to the legislation in the field of urban planning which results in a big variation in policy between the various local authorities. There are also a lot of private initiatives (companies, funds and individuals) in the field of art in public space in Finland.

Germany 
There is no legal percentage scheme in Germany but there is a federal guideline which, in practice, has a comparable function. This guideline only applies to buildings which are realised on the instructions of the federal government and not to projects at federal state or city level and not, for example, to infrastructural projects, either. This does not alter the fact that some federal states and cities have adopted this guideline and have introduced similar legislation. 
Although the federal guideline does not stipulate that there must be a committee which is responsible for the Kunst am Bau, in practice it is customary to install such a committee. These committees work closely with the Bundesverband Bildender Künstlerinnen und Künstler.

UK
There is no national percentage scheme in the United Kingdom. Some regional and municipal authorities have, however, developed a Percent for Art programme. There are also various private and government organisations which engage in art in public space, such as the Public Art Development Trust (this organisation no longer exists), the Government Art Collection, Platform for Art and Public Art South West (PASW).

Austria/Lower Austria
In Austria there is a formal percentage scheme at federal level. This scheme only applies to buildings which are commissioned directly by the federal government. However, because the government contracts out its building projects, in practice this percentage scheme is hardly applicable any more: only a few projects have been realised in this framework in recent years. Some federal states formulate their own policy as is the case in Germany still active in this field. 
For example, in 1996 in Lower Austria a separate fund was set up for art in public space. Various building departments pay an annual contribution into this fund which comprises 1% of the total regional construction budget. In this way the budget is independent of specific building projects and is available for diverse projects for art in public space. A range of interdisciplinary projects can be financed with it and, moreover, artists can be involved from the commencement of the projects concerned.

The Netherlands
The integration of art in state buildings has been an element of government policy from the beginning of the nineteenth century in the Netherlands. In 1951 the so-called percentage scheme went into force. This scheme stipulates that for the building, conversion or renovation of state buildings, depending on the total building sum, 0.5 to 2% of the budget must be spent on the visual arts. As a result of the percentage scheme the Rijksgebouwendienst (Government Buildings Agency) is the biggest commissioner in the field of the visual arts in the Netherlands. More than 2,500 works of art have been realised in the last 40 years in the context of this scheme. More recently they have included increasing numbers of works of an experimental or conceptual nature. 
The individual directly responsible for the implementation of the percentage scheme is the Rijksbouwmeester (Chief Government Architect). A team of advisors in the visual arts is affiliated to the Chief Government Architect’s Studio to support him in this work. The formulation and implementation of every art commission are supervised by a working group consisting of the architect, the project manager and the (future) user of the building, as well as the advisor.

Belgium (Flemish-speaking Belgium)
There is also a percentage scheme in force in Flemish-speaking Belgium. The Flemish Government Architect is responsible for the selection of the artists and the realisation of the art projects, a set-up which is similar to the Dutch situation. The Kunstcel (Art Cell) of the Flemish Government Architect’s team, which consists of three members, is entrusted with the practical implementation of the percentage scheme. The Art Cell takes care of putting together a jury which has to commission the works, and supervises their actual realisation. 

Sweden
The Swedish Statenskonstråd (National Public Art Council) was set up in 1937 with the objective of giving contemporary art a visible place in society by providing state buildings with art. In 1997 the scope of the organisation broadened to include public space in general. In recent years this has resulted in various works of art in inner-city regeneration areas, in infrastructural projects and in and around educational establishments. The National Public Art Council has about 5m euros at its disposal annually for its activities.

Denmark
In Denmark the Statens Kunstfond (Danish Arts Foundation, DAF) is responsible for applying the percentage scheme. An Art Committee awards and supervises art commissions. This Committee consists of three permanent members, who are appointed for a period of three years for every building project, supplemented by the architect and two representatives of the user. The Committee has an advisory role. If the building is being built for the central government, the Committee covers all the costs of the art commission. However, if the building is being built for the local government, 25% of the costs are for the account of the commissioning authority. The percentage of the total building sum that must be spent on art in Denmark is 1.5%. The DAF can however add its own funds to a project and in this way claim a greater proportion. The Committee has 10m Danish crowns (1.5m euros) available for its own projects annually.

Norway
The Utsmykkingsfondet offentlige bygg (National Foundation for Art in Public Buildings, NFAPB) was set up in 1976. The reasons for doing so were connected to a strongly social-democratic outlook concerning culture and based on the wish to support artists by awarding public commissions. The commissions are primarily related to buildings. Commissions for public space have only recently been started.
The NFAPB works with three different financing schemes. Firstly, 0 to 1.5% of the building costs is reserved for the application of art for new government buildings. Secondly, government establishments which are housed in leased premises or older public buildings receive a small annual budget. Thirdly, a small annual budget is also available to support local authorities in using the visual arts.

Spain
A percentage scheme has been laid down by law in Spain, but there appear to be no fixed criteria for their practical implementation. There is also a clear distinction between projects at federal level on the one hand, and projects at provincial or municipal level on the other. As in many other countries, the local authorities have a high degree of autonomy in implementing the percentage scheme. However, each project is evaluated individually and there are therefore no generally-applicable procedures.


SESSION 1. ART COMMISSIONS IN STATE BUILDINGS

Finland: Veikko Kunnas, State Art Collection
‘From Monuments to installations and moving images’
Veikko Kunnas is chairman of the Finnish State Art Collection Committee. Advisors Erika Hyyrylainen and Liisa-Maria Hakala-Zilliacus also attended the meeting.
Kunnaswas threefold: he briefly sketched the field of the most important institutional financiers (see: percentage schemes), he talked about the Finnish State Art CollectionThe State Art Collection cooperates with the Arts Council of Finland. See also the website: www.artscouncil.fi(ditto) and explained how the committee works and, finally, he presented his six practical examples. 

Only a small proportion (approximately 200 of the total of 12,000 works) of the Finnish State Art Collection consists of work that was specially made for its location. During the last five years artists have been increasingly involved in larger building projects from the outset of the development of the building so that a meaningful dialogue has arisen between the architect, user and art collection. The State Art Collection Committee aims to incorporate the most recent developments in the visual arts in its projects, for example, developments in the field of multimedia.
The Committee consists of ten experts from various disciplines each with a term of office of three years. An architect, who is attached to the management and development team of government buildings, submits future building projects to the Committee to determine sites for future commissions. The budget is not large and the Committee sees to it that as much of its money as possible goes to the artists. Other partners finance other parts of the procedure.
The State Art Collection has three approaches: it purchases works directly from artists or galleries, organises commissions by open tender (or for which artists are invited to apply) and assigns commissions directly.

Case studies

1. Stuart Wrede, ‘Summer monument’, 2005
The climate is one of the factors which play a role in the case of this monument which was made from 30 tons of ice from Lapland. It was placed in front of the parliament building in Helsinki in August this year. It can be seen as a performance, with the natural elements as actors. The idea was that it would stand for three to four weeks and slowly transform into a fountain. However, it disappeared within a few days as a result of the warm weather.
The work initiated a discussion in Finland as a lot of people saw it as a waste of tax money. Because of this, Kunnas would like to discuss how to deal with non-permanent purchases.

2. Max Savikangas, ‘Hammer, anvil and stirrup’, 2005
The composer Max Savikangas developed an artwork for a service and activity centre for the visually handicapped. The user wanted to have a work which had something to do with touch but, after consultation, the Committee chose an audio installation. The work combines composed sounds with sounds it registers in response to movements in the corridor. Depending on where you walk, subtle sounds can be heard which guide you through the building.



 Germany: Vera Moosmayer, Bundesministerium für Verkehr-, Bau und Wohnungswesen (the German Federal Ministry of Transport, Building and Housing, BMBVW)
‘Umweltbundesamt Dessau’
Vera Moosmayer is architect and urban planner and works for the BMBVW in Germany. In her introduction Moosmayer explained the federal system in Germany (see: percentage scheme) and presented a practical example. 

Moosmayer is interested in other countrieswith infrastructural projects because in Germany public applications of art are largely limited to architecture. The federal authorities attach a great deal of value toKunst am Bau and consider it an inherent element of the building process and an important means of promoting the ‘building culture’. This recognition was the first significant result of the ‘Initiative for Architecture and Building Culturewas set up five years ago. 
The BMBVW is responsible at the federal level.
The federal guideline (RBBau) for the involvement of artists in the government’s building projects has existed since 1957. There was also a percentage scheme for art in public buildings (2% of the building costs) until 1995 but it was abolished because of legal problems. Now a system of calculated demand is in force. Incidentally, it is not possible to shift resources (pooling) between the various building projects. If there is a shortfall, it cannot be supplemented; if there is money left over it is returned to the Ministry of Finance. Some states and cities do work with a pooling system, but such open budgets are the first things to bite the dust in times of financial need and they then come under heavy pressure.

The guidelines are successful in practice. High-quality art projects have been realised as part of federal building projects (for example, the new government building in Berlin). Improvement is, however, always possible. A study has therefore been started into the practice of applying art in government buildings. This is a fairly complex study because various agencies are involved, such as the Department for Building and Spatial Planning and the building departments of the various states. The scope of the study comprises 22 projects, 15 of which are government buildings. One of the recommendations was to aim for a general implementation of the existing K7 scheme. This has resulted in the ‘Guidelines for Art in Building’.These can be read at: www.bmvbw.de/bauwesen/-,1503/baukultur.htm



Case Study: Umweltbundesamt (UBA) in Dessau, Sachsen-Anhalt
Moosmayer showed one example to illustrate how the legislation works in practice; she deliberately chose not to take an example from Berlin. In 1998 Sauerbruch Hutton Architekten won the architectural competition for the Umweltbundesamt in Dessau, Sachsen-Anhalt. The sum of 0.5m euros was available for the application of art in the project, which amounted to about 1% of the building costs. The average building budget varies from 20 to 100m euros; here it was 57m euros. After a public tender to which there were 300 responses, 15 artists were first selected. A jury, consisting of the architect, the user, artists and art experts, subsequently chose three artists and nominated them. These recommendations were followed and the three projects were realised in May 2005. The artists are: Hans Joachim Härtel, with ‘Gefaltete Stelen’(‘Folded pillars’); Elisabeth Heindl, with ‘Konsequenzen’(‘Consequences’) and Michael Sellmann with ‘Kreutzworträtzel’(‘Crossword Puzzle’). For more information on these projects see: www.bmvbw.de/bauwesen/-,1504/bauherrbund.htmand www.umweltbundesamt.de/dessauThe range showed that traditional forms of art such as sculpture and painting are still dominant, but the target is to promote more innovative forms of art. 

Moosmayer closed by emphasising that the guidelines and processes drawn up in Germany work well and have ensured that high quality is achieved and maintained. She recognises the importance of the exchange of experiences and knowledge and this is why she supported the initiative for this expert meeting.

Questions
After the presentation, Nelly Voorhuis asked the nationality of the artists. Moosmayer explained that, pursuant to the European Directive, international artists must be involved but because of the low budgets in practice things turn out differently: approximately 90% of the artists are German. Incidentally, the Directive also stipulates that young, female artists must be well represented. 
Madeleine van Lennep asked whether there was always an open tender but this is not the case. It depends on the building budget available because a proportion of the budget goes to the process. In the case of bigger projects there is therefore more money available for art. If there is no public tender, the committee makes a preliminary proposal of, for example, 20 artists, and a selection is subsequently made from these names.
Huib van der Werf wanted to know whether the BMVBW has a mandate in the final choice. This is the case, but it uses this mandate circumspectly. The percentage scheme was stopped in the past for similar reasons. It was perceived as an overly coercive instrument, and according to Moosmayer, you achieve more by talking and consultation.




United Kingdom: Adrian George, Government Art Collection
‘The New Home Office in London’
Adrian George is the curator of the collection and projects of the Government Art Collection (GAC). He began his presentation by talking about the realisation of the government collection and presented a number of recent examples of commissions in government buildings, concentrating particularly on the New Home Office project in London.

The history of the Government Art Collection The entire Government Art Collection has been included in a database. See: www.gac.culture.gov.uk/home/index.asp 
stretches back 100 years. That means that it comprises a large variety of works, from oil paintings on panels to video installations to rugs. The collection arose from an informal agreement in 1898 between the Chancellor of the Exchequer and the First Commissioner of Works. They entrusted the Ministry of Employment with the responsibility for all works of art in government buildings. The works came from the collections of wealthy ambassadors who bought them to furnish the various residencies. 
In 1951 the government was given the central responsibility for the embassies. It saw the art in government buildings and embassies as a way to promote British culture. In 1973 a fund of 250,000 pounds became available for the purchase of British art. This amount has remained the same since then and this is, to put it mildly, a challenge in the 21stcentury. In 1980 the Department for Employment was transferred to Art and Libraries and subsequently to the Department for Culture, Media and Sport (DCMS).
The Government Art Collection is spread over 450 locations, 150 of which are located in the United Kingdom. It is said that the collection is a hidden one, but that is very questionable when you compare it with the Tate collection, 80% of which is in storage and 20% on display. These figures are the other way round in the case of the government collection and the latter can be interpreted as the biggest museum in terms of available wall space.
In recent years, the British government formulated a number of objectives for public space: to create (or renovate) lively, characteristic public space which is easily accessible, safe, pleasant, of human scale and visually attractive.
An extra ministerial organisation has been set up, the Commission for Architecture and the Built Environment (CABE), as has the Better Public Buildings Initiative and the Prime Minister’s Better Public Buildings Award, which is financed by the Office of the Deputy Prime Minster and DCMS. 

Case Studies
Home Office, London, Eric Bedford’s Ugly Sisters
The Home Office is the Ministry of the Interior for the United Kingdom. Three thousand people work here and are distributed over seven offices. The main building consists of three linked office buildings (nicknamed the Ugly Sisters). At the end of the nineties, those responsible came to the conclusion that the building was inefficient. 
Architect Terry Farrell and Partner designed a completely new building consisting of three blocks which are connected to one another on every floor by means of footbridges. The architectural firm created a pedestrian area between the buildings. CABE suggested procuring art commissions for the building which tied in with the local legislation (Westminster is one of the few local authorities which have a percentage scheme).
After two years CABE called in the GAC, which proposed three strategies: enriching the architecture by means of the visual arts, developing artworks for the newly-created public space around the building and putting works in the building. The first two aspects are financed by the Private Finance Initiative (consisting of the Home Office, the property developer and the designer), which is also responsible for the building, and the third aspect is financed by the Home Office itself.
The GAC selected Liam Gillick from the shortlist which had been drawn up. He made various designs for the building: he provided an awning and the entrance with coloured glass; made use of the material of the awning on the glass frontage above the entrance and reorganised it in a pattern which was reflected in a ceramic screen on the glass fitted around the building (there is a text hidden in the pattern); finally Gillick created two sculptures each of which mark and label the building on one side. 
The GAC subsequently asked Gillick to participate in selecting artists for more works in and around the building. This resulted in a group of six young artists most of whom had not previously worked on large commissions of this type: Roger Hiorns, Georgie Hopton, Runa Islam, Emma Kay, Simon Periton and Gary Webb. Works by Jeremy Deller, Alan Kane, Toby Paterson and Eva Rothschild were installed in the building.
The GAC will be involved in a number of projects in the future. For example, CABE is going to have a new building and the DCMS is going to have new headquarters built. 

SESSION 2. ART AND THE SOCIAL SPHERE

Lower Austria: Katharina Blaas-Pratscher, Public Art
‘The lower Austrian example of public art’
Katharina Blaas-Pratscher spoke on behalf of the Department of Culture and Science/Art in Public Space in the Lower Austrian government. She explained the situation in her federal state and showed a series of examples.

Lower Austria is the region around Vienna, a region which is characterised by a great deal of agriculture, winegrowers, small companies and tourism. The latter is increasingly coupled to culture. 
The classical Kunst am Bau concept and the percentage scheme were in force in the eighties but problems soon arose regarding this system. The cooperation between architects and artists did not always go very smoothly, particularly because artists were called in at a late stage in projects. Additional problems were that the reserved budget was linked specifically to a building and that the quality of the architects in the region was not very good.
After a number of very exacting years with disappointingly few results, a new system was introduced for art in public space along the lines of the Hamburger model (see: percentage schemes). A jury of eight independent members (artists, architects and other experts, which changed every three years) evaluated the projects. This process consists of three steps: firstly local authorities make proposals for projects. Subsequently the jury decides on the projects to be realised and organises a public tender or invites artists to apply. Finally the jury evaluates the entries and advises the local authorities about the artist(s) to be chosen. The local government is not bound to this advice but the money is (50% of the costs are for the pool, 50% for the community itself).
Communication with the local community is very important here. The link between artists and residents is in this case the administrator of the project. About a quarter of the projects are subsequently not realised, for various reasons.
In the last ten years approximately 300 projects have been implemented, varying from autonomous art to street furniture, to context-specific and communicative, temporary interventions. Two years ago a database of all the projects realised was set up.This can be found at: www.publicart.at A number of documentaries have also appeared. Every two years a book is published with a theoretical approach to the subject. This year a new public programme was started which includes guided tours along projects. 
Blaas presented a series of examples to illustrate the broad spectrum of artistic approaches and the local response. Her examples included the following:

1. PRINZGAU / podgorschek, ‘Entdeckung der Korridore’(‘The Discovery of the Corridor’), landscape project by Paasdorf, 1995
This artistic duo realised a fictitious archaeological dig which suggests that a short section of a motorway is exposed. It is now one of the most published projects and, furthermore, a meeting place for raves, road movies and picnics.

2. Ricarda Denzer, ‘Täuschungsmanöver’, Allentsteig
Denzer placed a periscope at the highest point in the city. The periscope enables one to see a panorama of the surrounding area, including a forbidden military zone. There is a text integrated in the periscope which falls over the image in the view finder like a subtitle.

3. Pia Lanzinger
Lanzinger made four radio plays for which she asked older women from the village to talk about the identity of the village, including topics such as migration, the war, old age and contemporary political themes. The stories could be listened to by means of an intercom system next to a telephone box or by calling a particular number.


The Netherlands: Dees Linders, Stichting Kunst en Openbare Ruimte (Foundation for Art and Public Space, SKOR)
‘BLOB pavilion’
Dees Linders is advisor to the SKORSee also the SKOR website: www.skor.nl. Linders went briefly into SKOR’s points of departure and presented the Eindhoven University of Technology’s “BLOB Pavilion”. 

SKOR is a foundation which always co-operates with other commissioning authorities. It has no building or locations, and is active throughout the whole country. As can be seen above, the abbreviation SKOR stands for Stichting Kunst enOpenbare Ruimte or, in English, the Foundation for Art and Public Space. This use of the word, EN (AND) rather than IN (IN) in its title indicates the foundation's search for space for the discipline of public art. SKOR assumes the view that art can function in a meaningful way, even if it does not result in a work of art. 

Case Study: Jurgen Bey, BLOB pavilion, Eindhoven University of Technology
Arno Pronk, researcher at the Eindhoven University of Technology, came to SKOR with a request for a sculpture whereby the artist, whom he already had in mind, would use the Blowing Structure Method. This technique was developed for the optimum realisation of BLOB (Binary Large Objects) architecture, digitally-controlled designs of flowing architecture. They enable the creation of a smooth, streamlined building from a single piece. The first building realised in this way is on the university campus. Education is one of the points upon which SKOR focuses. SKOR asked the artists Jurgen Bey, Ronald Cornelissen and Gabriel Lester to develop a blob, each in cooperation with seven students from the University. They had to organise a workshop in which Pronk’s BS method would be used. The objective was to create a small pavilion for the campus which could function as a platform for new collaborative projects. The groups held weekly sessions for two months. Conflicts about artistic freedom and technical requirements arose regularly in the process. Not many of the students remained involved right up to the end of the project. Ronald Cornelissen invited his students to come to his studio (a former swimming pool) but lost all of his students except for one within two weeks; after further consideration one other student came back. The artist’s hunt for illogic was difficult for the students to follow. Cornelissen finally designed a blob in the form of an open toe shoe which could function as a sort of bar or platform. The jury found the design too romantic and not sufficiently future oriented.
Gabriel Lester developed a blob which met all the technical requirements and kept all his students. According to the jury's decision, however, the relationship between form and function tipped too far in the direction of function. The pavilion designed by Jurgen Bey was ultimately realised. He lost almost all of his students, too: they had difficulty dealing with his bizarre, ineffective way of thinking. He gave a lecture on the cohesion of new ideas, new techniques and new forms and, together with the students, analysed the syntax and the functionality of blobs. Finally he made a blob pavilion which is a cluster of the various plans of the students. It functions as an ironic commentary on the form and function of blob architecture. In this design, he incorporated the extreme forms and new functions which are enabled by the technique and configuration of forms. The pavilion can be used both in a horizontal and a vertical position in a series of functions: as a transparent box over a work of art; as a fountain in the river de Dommel; as a lounge or hotel room; as a video room, because images can be projected both inside and outside; as a lamppost; and as speakers(on the roof). 
In the coming years the blob will be used as a trigger and platform for experimental projects which focus on the relationship between art and technology. The Eindhoven University of technology and the Van Abbemuseum will be taking care of the programming. 

Questions Jeroen Boomgaard asked whether SKOR is still involved in the use of the pavilion. He works on the campus and has the impression that not much is being done with it. Linders indicated that the follow-up is always a difficult point. The Faculty of Architecture draws up the programmes in cooperation with the Van Abbemuseum and SKOR has therefore taken a step down.


Belgium: Therese Legierse, 
‘Project for the blank walls in Ghent’
Therèse Legierse is an independent project manager and advisor. She presented projects by two organisations for which she works: the Interlocal Production and Communication Center (IPCC) and New partnerships in Art. 

An advisor from the Ministry asked Legierse to help with two institutions which wanted to tackle art in public space: the IPCC, which stimulates cooperation in this field between various local communities, and New Patrons in Art. It was difficult for these organisations to achieve recognition as centres for the visual arts and, as such, to obtain subsidies. They mediate for art commissions in public space and are still seen as agents who have to pass on the charges for their services to the parties concerned.

Legierse subsequently developed a master plan for the IPCC which is not based on subsidies from the Flemish government but on cooperation between municipalities and the business community. She took the reality of the space as point of departure in this. The south west region of Flemish-speaking Belgium is a rich industrial area. The area has many collectors, the collections of whom are not always very visible. It is precisely these industries that Legierse wanted to work with or, as it were, get to work. She was able to convince them, and the Ministry of Economic Affairs, that art was necessary for the further development of the area. IPCC concluded a joint venture with the developers of the area Roesselare and Izegem. A subsidy was obtained from the Ministry for art in connection with the development of industrial estates. A commission was awarded to five artists: Gabriel Lester, Olafur Eliasson, Anouck De Clerck, Arno van der Mark and Ann Veronica Janssens.Legierse showed various designs including one by Anouck De Clerck for a pulsating light object, a subtle gesture in this area. 

De Nieuwe Opdrachtgevers (New Commissioning Authorities, DNO) function as producer and bring artists and commissioning authorities together. They defend the interests of both the artists and the commissioning authorities. There is always cooperation between the client, the mediator from the DNO and the artist. The DNO organise not only projects, but also symposia and excursions to projects which have been realised. Legierse showed a number of examples of projects in which Les Nouveaux Commanditaires and the New Commissioning Authorities have mediated, including projects by Gloria Freedman and Reni Zaugg; a project for the Baudoin Foundation with works by various studios including Atelier van Lieshout, Ann Veronica Janssen and Niele Toroni; a project by Maria Roosen, who designed tiny glass doves for the courtyard of a library; a project by Stephan Balkenhol for Courtrai. The title of this presentation ‘Blank walls in Ghentthe title of a project being carried out by the DNO in Ghent, where the city administration requested works of art on a number of blank walls. In Flemish-speaking Belgium the DNO usually works together with municipalities in organising campaigns to encourage members of the public to commission works of art. This is contrary to the method used by Les Nouveaux Commanditaires in France which does not receive its subsidies from municipalities but from the Fondation de France. The projects are not related to a building or to the infrastructure or suchlike. The only point of departure is that someone wants to express him or herself by commissioning an artist to create a work of art. 

Questions
Vera Moosmayer asked whether Legierse thinks that more structural government support is necessary in Flemish-speaking Belgium. Legierse would very much welcome any such support for the initiatives for which she works. The situation in Belgium is unusual in that the Ministry of Culture does not have a policy for art in public space. The Flemish Government Architect’s Art Cell does not fall under the Ministry of Culture. 
Katrien Laenen explained that the Belgian government may award commissions but it makes no general policy for local building projects. Those involved are, therefore, dependent on private initiatives or cultural organisations in this respect.


SESSION 3. ART AND INFRASTRUCTURE

United Kingdom: Tamsin Dillon, Platform for Art (PFA)
‘The Challenges and Benefits of presenting Contemporary Art on the London Underground’
Tamsin Dillon works for the PFA which takes care of the programming of the visual arts in the London Underground. 

The PFA has been providing temporary works of art at as many locations as possible (at stations, in trains, on boarding) in the London Underground since 2000. There is a fairly direct link with architecture and design in this case. Dillon mentioned a number of key figures in the history of the underground: Frank Pick, head of design in the twenties and thirties, who united design and marketing in an integrated vision; architects Leslie Green and Charles Holden (Holden designed most stations on the Piccadilly line when it was expanded in the thirties and the headquarters of the London Underground, for which he called in visual artists Henry Moore and Jacob Epstein) and Henry Beck, who developed the first underground map and, in doing so, created a model for the whole world. 
The PFA operates within this rich history and this presents an enormous challenge but there are plenty of other challenges in working with art in public space, too. In addition to various substantive issues, working with safety aspects is one of the biggest challenges. 
The relationship between ‘public‘publicity spacealso an interesting aspect. Sometimes advertising space is not sold and the PFA can use it to carry out a project. The ultimate objective is primarily to convince companies of the sense of using space for art, including as permanent features. Commercial and public establishments recognise that the space available in the London Underground has enormous possibilities and an enormous public reach (3 million people per day). The PFA began with projects at Gloucester Road Station, in response to artists who approached the London Underground to ask whether they could use the space. It was a big challenge to display the potential of the programme well from the start. High calibre artists were therefore used right from the very beginning. 
Initially there was little policy. The London Underground management did not consider the projects to be an essential part of the organisation. The PFA was placed under customary environment - not the most innovative department. The PFA is now part of the marketing and communication department, a far better place for it, since it uses the same strategies. For the time being, the PFA is working with temporary projects, but it hopes to implement permanent commissions in the future, too. Incidentally, the PFA works with an advisory committee.
In the first project the PFA sought cooperation with galleries in and around London. It asked galleries to send an illustration of work by one of their artists and the gallery address for a poster. This poster was stuck up around Gloucester Road Station. In this way a fast, effective project was created, and contacts were made with the galleries with which the PFA was to work in later projects.
Free underground maps also form new space for art. At the outset it seemed an ideal space, but it was not simple to develop good projects for it. In cooperation with the Frieze Art Fair, Emma Kay was awarded the commission. She used all the colours of the underground map in an illustration of a target. Later tube mapswere created by Gary Hume and David Shrigley.
The PFA works with several important English artists from the last ten years, but the programme is also international. (Dillon showed works by various artists including Cindy Sherman, Mark Titchner and David Bachelor.) It continues to be a battle to obtain space for art in the development of the London Underground. Gloucester Road Station has now grown into a sort of showpiece, as has Picadilly Circus. The PFA also hopes to develop a programme for Canary Wharf. 
Questions
When asked, Dillon confirmed that there is a small budget available for the integration of the visual arts in stations which are yet to be built and that sometimes a temporary work stays in the possession of the PFA so that a collection is formed. The budget for her programme amounts to 300,000 pounds annually.




The Netherlands: Nelly Voorhuis, Atelier HSL 
‘A possible Future of Art on the HST Network’
Nelly Voorhuis and Anne Reenders jointly form Atelier HSL, the agency which initiates and organises art projects for the High Speed Line South (HSL South). 

The construction of the HSL South is an extensive infrastructural project with a big influence on the Dutch landscape. The HSL South project is being financed by Public-Private Cooperation (PPS). Despite years of preparation for the line, the visual arts were only deployed late in the process. There is sometimes confusion regarding the percentage scheme in this respect, but the budget available for this project is not based on a percentage of the total building budget. The HSL South, together with SKOR, set up the Atelier HSL to initiate and organise the application of art within the project. The studio is financed by private parties. Atelier HSL awards commissions, makes exhibitions, carries out research and puts out publications. Dees Linders is involved as advisor on behalf of SKOR and additional administrators and advisors are appointed for various projects. Atelier HSL awards commissions via public tenders, draft commissions and sometimes direct invitations. The first commissions went to photographers and gradually this broadened to include diverse disciplines (the visual arts, literature, architecture, design and fashion). The studio works exclusively with European artists because of the European range and character of the line.See also the website: www.atelierhsl.nlThe HSL project is unusual, for several reasons. Each project which is allied to the HSL South is politically sensitive because of the social discussion about the line. It is a large-scale project with many partners with whom consultations must take place and the partners are not all familiar with art. In addition, the project has developed into a sort of “roller coaster experience” as a result of the legal and political developments of the last three years. 

Atelier HSL has been awarding commissions to photographers to record the cultural and social consequences of the high-speed train line annually since 2001. With this series of commissions the project is documenting the construction of the line and its influence on the landscape and the people living in the vicinity (including Elger Esser, Bertien van Manen, Jem Southam, Hannah Starkey and Valerie Jouve). A collection of works is being produced in this way. In so far as there is no permanent accommodation along the high speed line, these works are being housed in the collection at the Rijksmuseum in Amsterdam.
Atelier HSL awards design commissions for the interiors of trains and for the personnel in trains in cooperation with the Dutch Railways (NS). For the development of a new type of meeting point, Atelier HSL awarded a draft commission to five artists: Xavier Veilhan, Matali Crasset, John Körmeling, Liam Gillick and the duo Sylvie Zijlmans/Hewald Jongenelis. Additional finances were sought and found for this project from the partners NS, ProRail and the Ministry of Housing, Spatial Planning and the Environment (VROM). The budget is intended for producing and maintaining meeting points at seven different stations. Public space often became political space during the course of this project. This entailed an important shift in the perception and communication of the project. Extensive infrastructural projects of this kind are unlikely to be repeated within the near future in the Netherlands. This is why Voorhuis would like to see it get some sort of restart or response in other European countries. She called on participants to help Atelier HSL make contact with the railways of the countries concerned. 

Questions
Madeleine van Lennep asked whether the scope of the Atelier HSL project is not too broad. Nelly Voorhuis said that it had been even more widely based at the beginning. It was supposed to have been an art and culture project, not just for the visual arts. She told the meeting that she had been repeatedly called to account for the fact that the programme does not comprise any opera, music or amateur art, for example. The choice has now been made to include photography and video, landscape projects, the visual arts and design. Furthermore, the whole line will be utilised, that is, the train, the stations and areas along the line.
This is what Van Lennep meant by scope, not so much the media. Doesn't this make the project very complicated? Voorhuis replied that it is a complex programme because the whole section of the HSL South from Amsterdam to the Belgian border has to be followed; restricting the project to, for example, only the stations was not possible. Moreover, contrary to the civil building world, the world of infrastructure is not used to incorporating art in its work. These activities demand a great deal of diplomacy and persuasiveness. Really good contact with the NS was only achieved two years ago. 
The Atelier HSL is a part of the PPS construction; 10% of the budget comes, via the SKOR, from the arts budget and the rest comes from corporate sponsors. Incidentally, these sponsors do not have any influence on the choice of artists. Nelly has, however, explicitly opted to work only with European artists because the HSL is a part of the European High Speed Train network.
Adrian George added that when working with a PPS construction it can be advantageous to divide the budget up and to place specific parts under the various partners and sponsors. 
Voorhuis endorsed this point (for example, Philips is currently party to a project together with the NS), but said that it is always difficult to find your way in such big structures.
Vera Moosmayer asked whether there are any other similar large infrastructural projects in the Netherlands. Voorhuis mentioned the development of the Zuiderzeelijn (the line from Amsterdam to Groningen). Provisions for the visual arts have not been made within this plan but there are plans for landscape projects. Moosmayer wanted to know whether this was an indication that the Atelier HSL project has not been successful in this sense, but this is not the case. There are simply no more big lines in the Netherlands. Tom van Gestel added that the line is, moreover, not yet operational. 
Voorhuis again emphasised the fact that it would be good to translate this project to an international project. Moosmayer was very interested. She said that in Germany it is very difficult to get parties interested in looking further than the customary sculpture on a bridge.


SESSION 4. SUSTAINABLE ART

Sweden: Kjell Strandqvist, National Public Art Council (NPAC)
‘Maintenance of Public Art’
Kjell Strandqvist is artist and project manager of the Swedish NPACSee also the website: www.statenskonstrad.se. He spoke of the supervision and maintenance of art in public space based on three recent examples.

The NPAC has been supervising public art in Sweden since 2004. Prior to this works which had been purchased fell under the responsibility of the government departments concerned and the maintenance of works from commissions was the responsibility of the owner of the premises. The NPAC’s ambition is to have a single body to take charge of this supervision and maintenance.
It has a three-part task in this: drawing up an annual inventory, registration of works in a national database and an annual report on the condition of each work.
As soon as any damage is ascertained consultations take place between the owner concerned and the NPAC. In the case of such problems, art history and restorative considerations are not the only important factors; after all the conditions and context of the public space concerned should also be taken into account.
On the basis of three examples, Strandqvist illustrated the problems concerning wear or corrosion of art works in public space.

Case Studies
1. Carsten Höller, ‘Windbreak’, 2004, Västerås 
Höller designed a windbreak of 12 mm transparent polycarbonate, mounted in a rail on a wooden plateau. The windbreak can be moved by manpower. Despite the strong construction, shortly after the erection of the windbreak an unexpected form of damage arose: the screen was used as a skateboard ramp, which resulted in scratches.
A situation of this kind calls up questions of how to deal with damage to a public work: should you leave the vision of the damage to the artist? Should you view the damage as a part of the natural process of the work or, according to the more traditional viewpoint is often also endorsed by the public and the users it as damage to a public object which therefore needs restoring? This will inevitably have to take place, the question is: when?

Questions 
Hans van den Ban indicated that legislation concerning maintenance in the Netherlands is fairly strict, but if an artist works with materials which wear, a reconstruction is not necessarily essential. Strandqvist suggested that this depends on the value of the art or the artist at this particular time. 
In Sweden, financing the maintenance is the legal responsibility of the owner of the premises, but no amount is coupled to this. This means that owners always prefer projects with low maintenance costs. 
Adrian George asked about safety risks if no maintenance is carried out. If dangerous, the work would have to be removed and this is why it is important that the condition of works is monitored annually.
George also asked about the use of the space for installing the windbreak. It concerned a site in a dock area which was being developed for new housing. There was prior consultation with architects and the municipality but not with future residents. 
Elisabeth Tetens Jahn stated that this element is crucial. Every public work of art presupposes a dialogue with users. But this dialogue changes because not only the population but also the public space itself changes. You have to respect the users and residents of this space and so you have to keep up the dialogue. 
George gave two examples of works of art which have been relocated. Liverpool is having a lot of works relocated in the framework of the European capital in 2008. However, the city does not shout it out from the rooftops and things go fairly smoothly as a result. In Westminster, plans to relocate equestrian statues were announced in advance. So much commotion arose about these plans that they were ultimately cancelled.
Maggie Bolt responded by saying that this is a very specific example because of the historic implications. Generally speaking, dismantling works of art is an important issue, about which artists should make agreements. Furthermore, the term ‘foreverbe dealt with more flexibly.
Katharina Blaas mentioned that it was precisely because of the changing nature of public space and views concerning art in this context, that Lower Austria works a great deal with temporary projects, with for example, a duration of 6 to 12 months. These temporary projects are alternated with permanent works.
Therèse Legierse stated that you can also include a duration in contracts for more permanent works, for example for 10 to 15 years, and agree to review the situation at that time. 
Madeleine van Lennep agreed that this is a good method. There have been a lot of legal cases concerning problems of this kind in the Netherlands and they must be anticipated. She also emphasised the importance of good documentation so that the history of the project is transparent when looked at in the future. 
In connection with this, Hans van den Ban wanted to touch on an art-historical problem. In general there is a sort of cycle of appreciation. This realisation obliges you to deal carefully with history. It has made the Dutch Chief Government Architect’s Studio very wary and has led to the preservation of several wooden examples of sculpture from, for example, the seventies and eighties, despite the fact that they are not very popular. 


Belgium/Flemish-speaking Belgium: Katrien Laenen
‘The Government Architect’s Art Cell’
Katrien Laenen represents the Art Cell of the Flemish Government Architect’s team, which supervises art commissions for government buildings. 

Although in Flemish-speaking Belgium a bye-law concerning the integration of art in public buildings was issued in 1986, the scheme has only worked well since the second half of the nineties. There has been a structured implementation of the bye-law both in the field of policy-making and in the practical sense since the appointment of the Government Architect and the Art Cell in 1999. 
In drawing up policy instruments, the Art Cell aims for an integrated approach to all existing and the new buildings, and for infrastructural and landscape projects carried out by the Flemish government. A multidisciplinary analysis of the effects of intervention in this field is important. The rich historic context is an integral part of this and must be retained while, at the same time, the intention exists to broaden this history with contemporary works in the twenty-first century. The Art Cell works for building projects carried out by government agencies (of the Flemish government and local authorities) and institutes which use the services of the Government Architect. Incidentally, Walloon (the French-speaking part of Belgium) has its own structures for art in public space; this also applies to Brussels which is an independent region.
For each project a committee is formed which subsequently formulates, in detail, the definition for the commission for both the building and the work of art to be integrated in it. In this way the responsibility for the work of art is incorporated in the building team from the beginning so that it can develop within the design process for the building and is not reduced to an “add-on” with an arbitrary relationship with the context.
The Art Cell is the coordinator and link with the architectural team. As is the case in Sweden, although this is not quite as extensive, the team works with a maintenance officer who collects information about the condition of existing works. The committee includes an art advisor who cooperates in the selection of artists. Sometimes the Art Cell calls in (various) external experts. 
The Art Cell is a young team which has had to learn by trial and error. It has worked with the Government Architect for six years during which the latter laid down the general vision. A publication has been brought out about this period. A new Government Architect recently took office and there will be a shift in policy. His focus will lie more on the field of urban planning and infrastructure. A part of the team will carry on so as to ensure continuity. 

Case Studies
1. Meesterproef (Master test)
This is one of the Art Cell’s projects; in it young artists and architects are given the opportunity to build up experience. The participants visit a few designated sites and based on this gathering and presentations of their own work, teams form which elaborate proposals for the project. The teams work these out and present them under the supervision of an artist and an architect. Some proposals are actually implemented. 

2. Expansion of the Oostende Ring Road
There is still hardly any legislation for infrastructural projects. The Art Cell has been trying to set up a policy for this area since 1999; a special staff member has been appointed for the purpose.
The Ring Road around Oostende is being expanded; a bridge, a tunnel and a roundabout are being added. Ulrike Linkmeyer has developed a master plan for this project which involves three artists. Luc Deleu designed an artificial horizon for in the tunnel. Joëlle Tuerlinckx designed new signs for use in the public space. To this end she cooperated with the police and the other relevant parties regarding the legislation concerned. Lois Weinberger submitted a minimal work in response to the fact that roundabouts are usually decorated with works of art which, generally speaking, are ugly. He felt that the roundabout should stay as empty as possible and only placed the sign for a roundabout on it. Another part of his project amounted to the placing of a realistic statue of a cow on a strip of grass between two noise barriers. The cow is an extremely alienating element at this particular spot with its exceptionally spacious effect. Incidentally, he chose this specific cow from a farm. He sees his art work as a kind of tribute to this rare breed. 

United Kingdom: Maggie Bolt, Public Art South West (PASW)
‘UK Scheme PROJECT for the built environment’
Maggie Bolt is director of PASW.

PASW observes the point of departure that art in public space is not a form of art, but a principle whereby the changing environment can be improved by involving artists in the conception, development and transformation of this public space. It must, from its inception, be created by practical cooperation which is specific to the site and context in question. Artists have the function of creative thinker within this process and can take on various roles such as that of animator, commentator, editor or creator. 
PASW is a public art development agency, funded by Arts Council England (South West). It arose from the South West Regional Arts Board as a result of the successful promotion of the percentage scheme in the Nineties. The scheme is, however, only a financing system. Although it has been adopted enthusiastically, quality is not monitored. In order to have it work properly, there must be an underlying vision and policy in the field of public art. This is why PASW worked with local authorities a lot at the beginning, the objective being the development of a strategy, contemplation on the role of the artist and an integrated approach. 
When concluding a contact with the public or private sector, PASW observes a number of principles which can be summarised as follows: the artists must actually be involved in the process and be able to take on the role of conceptual thinkers within the open, collective, cooperative process; there must also be mutual respect for one another’s expertise. 
PASW’s work takes place in four areas: it disseminates information about projects and routes through the English system via a website; it initiates training courses for the professional development of artists, policy assistants, planners, developers and architects; it provides advice on matters concerning the award of commissions; it develops strategies and finances strategic regional or national models. 

PROJECT engaging artists in the built environment.
After a request from the CABEwww.cabe.org.ukand Arts & Business (A&B) to 10 organisations to submit project proposals which provide for a new structure for cooperation between artists and the public and private sectors, PASW formulated the PROJECT plan in 2003.
This plan provides for the support of artists who work in or advise the sectors: design, planning and construction of public space. PROJECT comprises six different categories: Exploration, Visionary, Team-Building, Creative Homes, Creative Communities and the Talking Artists Award. See also the distributed handout and the website.
The scheme is a pilot project with a duration of two years. Tenders are as open as possible, but artists may not apply individually. In their plans, the applying organisations must show true commitment to the involvement of artists in developing public space. The sectors healthcare, housing and education are the spearheads of the programme. 
An independent agency (COMEDIA) is currently evaluating the project and its findings indicate a great deal of enthusiasm and high expectations of success. There are problems, however, including the complexity and sluggishness of bureaucratic processes and the idea that the artist is a cheap alternative for the designer. Furthermore, the budget available is not yet in proportion with the high expectations. The definitive evaluation will be completed by May 2006. 
The artists involved in the projects are very varied; some have never worked in this way before. They have been chosen for the quality of their work and their conceptual skills. PROJECT supervises the artist throughout the whole process and advises the parties in question in every possible field. Its role is often one of agent or mediator between parties, and it must ensure that the project continues to make progress. As a result quality is well monitored.

Case Studies
1. Blackburn, Lancashire, North West England
Artist Denna Jones was involved in a housing renovation project for three districts; 12,000 pounds had been made available for this project from the Visionary category.
Jones is one of a multidisciplinary design team (which includes engineers, architects, house building experts and urban planners) which is to develop new visions for a number of the districts which have degenerated the most, in cooperation with local communities.
She has drawn up an overview of the various social and spatial issues in the districts and, on the basis of her position, thinks along with those concerned about matters such as demolition versus renovation, the layout and furnishing of the public space in the city centre and the social problems of mixed communities. Her activities have included developing proposals for a big landmarkand organising course programmes in mobile telephony for unemployed young people when she discovered that this group barely had any access to these kinds of activities.

2. Chatham place, Reading, South East England
Ever since the construction of new roads in the Seventies, the city of Reading has been divided into a residential and a trading part. The only connection between the two parts is a pedestrian bridge. Work is now being carried out on a reorganisation plan which is supposed to reunite the two parts and provide for a more extensive city centre.
Artist Marion Coutts is working together with the architect on developing plans for this reorganisation. She is a member of the design team and suggests ideas for the layout of public space, opting for a poetic, historic approach (designs for tiling, fountains, etc.). She is also interested in how people use public space and in social routines.
The designer (AMEC) is very enthusiastic about her contribution; her presence stimulates creativity in the design team. 

3. Arbury Park, Cambridge, East England
Artist Patricia Mackinnon-Day is involved in developing a housing project with the aid of a contribution from the Visionary Category (of 15,000 pounds). Various archaeological sites are located in the area. The artist must, among other things, take into account the public space and community buildings and can propose that other artists be called in. She has made various works including a transparency based on a photograph of a field of sweet peas, a textual work in which she incorporated the history of travelling labourers, and suggested using old jelly moulds for the layout of the landscape and the design of a community building (as a reference to the Chivers Jam and Jelly Factory). These examples demonstrate the contributions artists can make in thinking about and developing our environment. They provide openings for creative thinking, not only by doing so themselves, but also by enabling others to do so. A good support system and financing are, however, essential for success. 

Questions
After Bolt’s presentation, Nelly Voorhuis asked about the scope of PROJECT, because the name PASW suggests that only the south west is involved. Bolt emphasised that it is a system for the whole country. 
There were also several questions with regard to finances. The abovementioned invested amounts are available for the artists and these amounts are often matched by other partners. PROJECT supports the initiation of the project and the other partners commit themselves for the follow-up. When asked whether, after the first phase, partners ever decide that they would rather have another project after all, Bolt replied that this was unlikely.
Adrian George asked what happens if companies approach PROJECT and ask to have a work realised for a specific amount which in PROJECT’s opinion is not feasible. Isn't there a risk that they will simply go somewhere else? This does actually happen sometimes according to Bolt and she does not think that it can be avoided. It is therefore better to focus on those partners you can interest in your methods. 
In response to a question from Kjell Strandqvist about the method, Bolt explained it in more detail. Once PROJECT’s part has been completed, a report is written with an outline and budget for the follow-up. Discussions on the process take place at the top (and lower) management level. This is important because you have to watch that the person submitting the request is authorised to do so and that the project is supported by the company. 
Adrian George asked whether Bolt has experienced the misuse of art as a sort of trailblazer for the acceptance of a new building project. Bolt replied that the team keeps a good eye open for this. 
Madeleine van Lennep asked the average age of the participating artists because the procedure demands quite high requirements as regards skills. PROJECT works with artists of an average age of 40. The wealth of experience lies primarily with PROJECT itself, which shares this as much as possible by means of the website and seminars. 

SESSION 5. FUTURE ART

Denmark: Vibeke Jacobson / Jesper Christiansen, Danish Arts Foundation (DAF)
‘Undesired Installations, Implementing Environmental and Public Art’
The DAFSee also the website: www.kunststyrelsen.dkpromotes all forms of art by awarding grants to individual artists. There are two committees for the visual arts: one committee awards grants and scholarships and purchases works of art for public buildings, and the other awards commissions for art in public space. One individual is chairman of both committees and Jesper Christiansen, an artist, currently holds these posts. Vibeke Jacobson is the DAF secretary. 

In Denmark there is a percentage scheme in force for state buildings and the infrastructure (see: percentage schemes) but not much is being built these days. The commissions generally start with a request by a municipality or other public establishment. The three members of the DAF have to convince the other members (from the establishment submitting the request) and the architect that the integration of art in public space is a big responsibility entailing copyright and the disposal of public funds, etc. The six members of the Committee must subsequently agree on the description of the commission and the choice of the artist. An artist draws up an outline for the implementation of the work which is paid for by the DAF. The draft design and budget are submitted to the Committee and form the basis for the contract. There must be full consensus within the Committee on the topic to be chosen and this sometimes means that representatives of the local authority concerned must consult with their colleagues to guarantee support and finances for the project. The important thing is that the local authorities undertake to contribute to the implementation and maintenance costs for the long term. After the realisation of the work of art it becomes the property of the local authorities.

Case Study
Often reality sets in: suddenly a local authority is no longer happy with the responsibility and tries to get out of it. Christiansen was keen to discuss the ethical questions of removing a work shortly after it has been installed. How can it be that the local authority decides to remove a work of art which it chose in close corporation with the DAF under pressure of public opinion?
A few years ago Århus approached the DAF for the realisation of a monument in the centre of the city, on the Square in front of the cathedral. The DAF decided to participate with a budget of approximately 600,000-700,000 euros and in consultation with the local authorities the commission went to the Danish sculptor Hein Heinsen. Everyone was highly satisfied until the local newspaper began a negative publicity campaign which brought about a complete reversal in public opinion. The whistle was subsequently blown on the plan. 
A number of years later (in 2002) Århus approached the DAF again. This time the public was able to choose from draft designs made by six artists. Elisabeth Toubro’s design was chosen, partly because Århus wanted a sculpture with fountain. The DAF has years of experience with water features and, because of the Danish climate, advised against realisation. But Århus was adamant. Toubro worked on the commission for a year and delivered it in 2003. Six months later technical problems began with the water. No one in Århus could fix them, but the client is responsible for maintaining the work. The local newspaper again started publishing articles about the sculpture and asked readers to react. A year of negative letters followed. The local political parties have decided to remove the statue and are now looking for financial resources to do so. 
Jesper Christiansen put the following questions to the participants:
-Has anyone had similar experiences?
-Is it reasonable to remove a work of art under pressure of public opinion?
-Should the DAF get its money back in a situation of this kind?
-Does the public have the ethical right to the work of art?
-Is public art for the public?


Norway: Vivian Moen, the National Foundation for Art in Public Buildings (NFAPB)
‘The NationalFoundation for Art and our Future Challenges’
Vivian Moen is director of the NorwegianNFAPBSee also the website: www.utsmykkingsfondet.no
. Advisor Elisabeth Tetens Jahn was also present. 

In Norway the general feeling about developments in the field of art in public space is optimistic. The new government wants to strengthen its cultural activities and has drawn up a list of 15 points which must be reinforced by 2014. Art in public space is one of them.

The point of departure for the NFAPB is to enrich and move the public with art. Public art means more than a formal aesthetic relationship between architecture and art, it is also about communication and dialogue with the environment, the activities which take place there and the users. 
This entails a number of challenges:
-Ensuring quality which means that diversity and innovation are important aspects as is finding location-specific solutions. 
-Playing an active role in the development of art; 
-Developing a dialogue with the public, which means actively involving it.
-Protecting the integrity of art which means that the special position of culture must be guaranteed when looking for links with the economic market. 
-Assuring the maintenance of public art.
-Strengthening the financial framework.

Case Studies
1. Elmgreen & Dragset, ‘Cooling Bag’, National School for Agriculture & Environment, Ås.
An art committee of professionals was put together for this commission. A work of art had to be produced which would activate the neoclassicist public park, not by pursuing it but by means of contrast with the surroundings. 
The thermos or cooling bag (of painted bronze) has a stimulating presence because the park itself does not invite one to have a picnic; it has a highly ornamental character. The statue is one of a series of eight which are to be installed throughout the world. So far it is on display, on a permanent basis, in Svolvær (No) and Arizona (USA). It has also been on temporary display in the Netherlands and Sweden. 
Although the user rejected this work in the first instance, it was ultimately accepted after intensive dialogue with the Committee. The work was damaged and subsequently relocated and on this occasion the director mentioned his original scepticism which had since turned into real appreciation and pride.

Veikko Kunnas asked whether the decision-making method is an important issue in Norway. This is certainly the case and the structure is currently being revised. So far, for example, all plans have to be submitted to the NFAPB board for approval. The idea is that smaller projects will also be handled by the agency.
Elisabeth Tetens Jahn emphasised that the various advisory systems have an essentially different function. In the first model there is plenty of room for discussion within the Committee which means that a lot of time and effort is spent on consultation. The second model is based on clear choices and dialogue. Vivian Moen expected a shift towards this second system.



Spain: Ignasi de Lecea, Barcelona City Council
‘Project Barcelona in relation to City Planning’
Ignasi de Lecea is director of the Urban Planning Section of the Barcelona City Council. He spoke about the development of art in public space from the Eighties up to the present and showed a series of examples.

The development of urban planning in Barcelona is closely connected to the development of democracy in Spain. The improvement of public space and social cohesion were important points in the first local democratic elections. At the time, however, there was no (inter)national vision on how to work with art in public space. Barcelona’s story is therefore one of ‘trial and error’. 
Three points of departure applied for the policy which was set out at the beginning of the Eighties:
-the street is not only a route for transport; it is also a place for communication and interaction;
-the avenue is not a motorway; the nineteenth century avenues of Barcelona must form an essential part of the interaction in the city;
-the suburbs must be monumentalised: monuments play an important role in the culture of Barcelona. They are reference points, memorials which have an important place in the awareness of the population and its feeling of identity. This also applies to the suburbs. De Lecea gave two examples: a monument devoted to new migrants and a monument which marks the city limits.
The policy in Barcelona primarily concerns public space outside rather than public buildings (less development has taken place in this area). Barcelona has modified many of its squares (for example, squares which were used as car parks have been transformed into pedestrian precincts with palm trees). In Spain architects have a different position to that of artists. For art applications they have to consult artists and this position is not always accepted. This means that the Department for Urban Planning is an important player in the field. In addition policy is highly dependent on the political support of the Mayor. It makes a considerable difference if he or she has a personal affinity with or is committed to art. 
Barcelona is a city of statues, many public works of art being statues of rulers. A different role and a new space for the visual arts was sought for the new policy.This could, for example, entail the combination of public/publicity space about which Tamson Dillon also spoke.
Memorial monuments play an important role in Barcelona. The history of the city is one of high and low points and crucial incidents often give rise to public works. However, it must be said that the idea is not to make the city into a museum. This outlook would set limits on the development of a meaningful programme for art in public space. Some areas are, however, perceived in this way. The consequence of the policy observed is that the collection is very diverse. One third of the works originate from Catalonia, one third of them are Spanish and one third have been created by international artists. A catalogue has now been compiled of the art collection in public space in Barcelona. The focus is now on the integration of less material works.

Tanja Karreman observed that a great deal seems to be possible in Barcelona as regards the choice of artists and she wondered whether this perhaps had to do with the structure of the organisation about which we heard a lot in the previous presentation. Is it a fact that in Barcelona such clear choices can be made because there are no democratic procedures?
De Lecea emphasised that in general a process of participation is followed and that there has been an art committee since 1997. This committee primarily rejects a lot of proposals, although it does not evade regular grants, and it would not be a good thing for a single person to be responsible for this.
The principle that the possibilities for public space may not, in theory, be limited is observed in Barcelona.



SESSION 6. DUTCH EXAMPLES

The Netherlands: Hans van den Ban, Chief Government Architect’s Studio
‘The Special Case of Art in Prisons’
Hans van den Ban is coordinator of the team of art advisors to the Dutch Chief Government Architect’s Studio (which, in addition to Hans, comprises Jean Boumans, Tanja Karreman and Huib van der Werf). The organisation and methods of this studio See also the website: www.rijksbouwmeester.nlare described in a book published last year Kunst bij Rijksgebouwen 2000-2003 (Art in Government Buildings 2000-2003)and in the information about the percentage scheme handed out (see: percentage schemes).

As motto for his presentation Van den Ban chose a quote by Bob Ross ‘Lets give this Cloud a little Friend’. His presentation focused on a practical example which has recently been completed, the art programme for the penitentiary in Zwolle. During the last ten years the prison system in the Netherlands has been a booming business: 25 prisons were built in the period from 1994-1996, another 15 between 2000 and the present, and more will follow. 
Three years ago art works were placed in the new wing of the penitentiary in Zwolle. Based on their experience with these works the organisation did not really want any more art. They thought the work was rather museological and preferred an application which would move the residents in some way or other.
The prison was built in the Nineties and, without prejudicing his predecessor, Van den Ban felt that the art installed at the time had little to do with the users. For example, a painting by Jac Bisschops which enters into a formal aesthetic relationship with the prison building was hung up during this period. On the other hand, in 1997 Krijn de Koning placed an object at the entrance of the new wing which functions as a waiting room for visitors. This is an example of how it should be.
During his visit, Van den Ban spent a day in the KREA: in this department prisoners work on creative projects, with a very limited budget, with several guards and creative teacher Jan Wierda. A workshop on making clothes was going on at the time. This made him decide to spend half of the available art budget (90,000 euros) on this department, with the objective of setting up a series of workshops on making T-shirts with transfers. The budget was spent on the necessary materials, the T-shirts and fees for 10 artists. Thirteen sessions of about two hours took place, spread over two years, and both male and female prisoners of all ages participated. Van den Ban showed examples of the T-shirts realised by the following artists: Frederico d’Orazio; Henk Schiffmacher, alias Hanky-Panky, a famous tattoo artist; Marlene Dumas; Sylvie Zijlmans and Hewald Jongenelis. 

Participation in the workshop was voluntary and within a short time the sessions were so popular that a limit had to be placed on the number of T-shirts allowed per prisoner. A total of about 800 T-shirts were made and the 45 portraits from the project are currently hanging in various government departments. The materials and the equipment are now being used in another prison. KREA used the documentation from the project in the protest against impending cutbacks, as a result of which the department would have disappeared. The pictures on the T-shirts fade after five washes.

The big question is: can state finances be spent on projects like this? After all, this project consists of a series of workshops rather than a work of art. 

Questions 
Tom van Gestel wanted to know what happened to the originals (both those of the prisoners and the artists). In most cases they were thrown away. Madeleine van Lennep asked whether projects like this are unique in the Netherlands. Most representatives indicated that work is also carried out in prisons in their countries. Jesper Christiansen thought that actually working with the prisoners themselves was fairly unique. 
Hans van den Ban explained a few considerations again. Art in public space can always count on (a percentage of) the public being interested. In prisons 99% are not interested. This makes the situation difficult. There must be absolutely no duress involved in art here, on the contrary, it must represent free space. 
According to Van Lennep this applies not only to prisons but to public space in general. Van den Ban agreed with this but said that you have to realise that art in public space also represents the state. This is even more so in prisons. 
Maggie Bolt acknowledged this. The discussion on other agendas and objectives for art (in the social field) entails the risk that it will become a method of coercion. She referred to an example of literary workshops in prisons. Incidentally, it is difficult to document the success of any such activities as material concerning prisoners may not be published because of privacy and security considerations.
Adrian George pointed out that, furthermore, it is not always desirable to announce the success of programmes of this kind since a lot of people simply do not want prisoners to have a ‘good time’. 


Netherlands: Tom van Gestel, Foundation for Art and Public Space, SKOR
‘Project Beyond Leidsche Rijn’
Tom van Gestel is artistic leader and project coordinator of the Foundation for Art and Public Space, SKORwww.skor.nland presented the project ‘Beyond Leidsche Rijn’. 

Six years ago the municipality of Utrecht approached SKOR in connection with an expansion plan to the west of the city, Leidsche Rijn. A team was formed with representatives from the municipality of Utrecht, the Projectbureau Leidsche Rijn and SKOR for the visual arts programme. The ‘Beyond Leidsche Rijn’More information on the projects can be found on the SKOR site and at www.beyondutrecht.nl. plan drawn up by this team consists of six elements:
-Looping: the activities of the communications agency to involve people in the project;
-Action Research Project: temporary and fast, a sort of hit & run, interventions by artists in the residential areas;
-Artists; artists reacting to urbanisation.
-Directing artists; a number of artists think along with those involved in the urban planning for Leidsche Rijn;
-White dots: areas in the country which have not yet been filled in are used for temporary projects;
-Parasites: artists develop new spaces in the form of mobile architecture and works of art.

SKOR introduces every programme with a temporary exhibition. The exhibition ‘Parasite Paradisethe parasite element. Luc Deleu developed an urban plan for an area in which 20 mobile units with different functions were brought together. (http://www.parasiteparadise.nl/). In the Artistsproject, ‘The Buildingrealised, based on an idea by artist Stanley Brouwn. It consists of two rectangular beam forms placed at right angles on top of one another which are used for programming exhibitions. The space will stay at this location for a few years and subsequently be moved elsewhere. It is the heart of the ongoing exhibition ‘Pursuit of Happiness’. You could say that‘Parasite Paradisethe hardware of the location (the architecture, urban planning structure) and that ‘Pursuit of Happinesson the software (the people, the users). This exhibition examines a contemporary, topical theme. 

Questions
Katharina Blaas wanted to know who the administrator of the exhibitions is and how the projects are financed. The team responsible for Beyond Leidsche Rijn consists of four people. They determine the themes for the exhibitions and projects and choose the artists. A budget is available (under certain conditions) for the project developers in Leidsche Rijn to finance permanent commissions. SKOR looks for additional money for the temporary exhibitions and events. Parasite Paradise was, for example, financed from a fund for experimental housing. In the Netherlands there are also always the familiar culture funds. If SKOR deems it necessary, it can also use its own money for a project. The development plan for Leidsche Rijn runs until 2007 and SKOR will continue to carry out projects until 2008. 
SKOR sees it as its task to realise special programmes and for this you have to be very persuasive. In the case of this project in Utrecht, things worked differently: the municipality and project developers themselves wanted to cooperate in the project and sought help to protect them from political changes. A special organisation was set up for the project, which functioned more or less autonomously, although there is a link with the city. It is certainly helpful if an organisation has its own funds.


The Netherlands: Jeroen Boomgaard
‘Strategies and Tactics: Theory and Public Space’
Jeroen Boomgaard is Lecturer in Art and Public Space at the Rietveld Art Academy in Amsterdam. Boomgaard’s publication One Year in the Wild(Amsterdam 2004) appeared in 2004. He went into several theoretical aspects of art in public space in the final lecture and led the closing discussion which followed.

Boomgaard based his remarks on art in public space on three core questions: What is public space? What is the role of art in it? Who actually makes the decisions about public space?

Thoughts on public space already have a long history, including theories by Walter Benjamin (the flaneur), Baudelaire (revolt against public space), and George Simmel and Richard Sennet’s ‘Fall of Public Man’.
Contemporary public space is, however, not as clearly defined. The street and the square (Boomgaard spoke primarily about these aspects although in the last couple of days we have spoken mainly in terms of buildings) are open to everyone. And in discussions about them there is an almost utopian atmosphere: terms such as meeting and experience are often heard. So what we are talking about here is a space with a great many connotations, as a substitute for what is apparently missing in normal space.
In the past the street was left in peace, it was for transport, but was not an element in the greater scheme of things. The concept of the street as space for experience emerged in the sixties and seventies. Situationist Guy Debord defined the street as the last place where things really happen. It was actually open space and consequently the ideal spot for protest, debate and combat. The street was used as a podium for political and social actions. 

The role of art
Artists who go and work outside museums use the street, too. The Fluxus movement is going to use the street for its actions. Visual artist Stanley Brouwn gives the daily experience of public space a central position when he asks passers-by to trace out how he can get from one point to another. The street rapidly becomes not only the place which celebrates daily life but also an opportunity for artists to make their point clearly. They develop their experiments here.
However, as soon as the street is discovered, it becomes a place for regulated contact and control. Since the Seventies the space has become more and more regulated and focused instead of a free zone. It is precisely because it is a free zone that a need for rules arises in the first place. And so we develop various zones for various experiences within the public space. The publicity space which Tamson Dillon quoted in her presentation is an example of this. 
Another example is a group of artists who worked under the name of the Arnhem School. The artists, with a minimalist background, placed concrete / stone structures in the public space which were supposed to form an extra impetus for experiencing the space. The objective was to make people more human in the midst of a built-up environment. Movement amidst these elements was supposed to make people experience the world differently, more authentically.
The term ‘authenticity, as a term, have run dry in our opinion, but it is still used a lot by project developers when describing the experience which should be absorbed in such a specific zone. Only recently an Amsterdam project developer spoke of an ‘authentic district for authentic people’. When asked precisely what he meant by this and where the non-authentic people were supposed to live he was unable to give an answer. 
Our public space is already used and filled to a large extent: what can art add? Art’s task is made even more difficult by the conditions attached to commissions. Commissioning authorities always want conflicts solved in works of art (the work must be unexpected, but still fit in; deny the space but make it easier to experience, etc.). Every problem associated with the space is, as it were, placed on the artists plate. 
Sometimes the artist is also expected to make a feature of the social aspect of the space. All things considered, this is a remarkable development, because art must fulfil a social role while the municipality itself has apparently abandoned it. 
Artists are often called into projects in public space because of their different view on things. This is the function attributed to the artist. Boomgaard thinks that this is, in essence, rather odd: the government awards the commission of reintroducing the social element and the unexpected to another party within the framework of the percentage scheme. The artist therefore has to hide the fact that the social and the unexpected have disappeared from the public space. 

Who makes the decisions about public space?
Constructions based on Public-Private Cooperation (PPS) seem very interesting as regards the development of these projects but, according to Boomgaard, they obscure the matter of responsibility. He thinks that these arrangements work very badly in art projects because, ultimately, nobody has any real responsibility. 
He mentioned the example of Zuidas (South axis) Amsterdam which concerns a large plan, for which there are already a lot of investors but, as yet, no users. This project has a system of PPS but the private parties (the project developers) have repeatedly blocked the drafts so that things are being held up. 
The lack of clarity regarding art in public space is a direct result of the lack of clarity in the definition of public space itself. The first thing that an art committee therefore always does is to reformulate the commission. This is a good move. Ultimately you want to work towards a meaningful art programme, and a better connection between the location and the artwork is often needed before this is possible. 
But there is no real theory available for realising this. Boomgaard thinks that Michel de Certeau’s theories, described in his Practice of Everyday Life,could provide guidelines. 
De Certeau states that on the one hand we need large meaningful systems (such as laws and the media) but at the same time always try to get out of them. We try, as it were, to live semi-legally, more or less at daggers drawn. This means that we mould our daily life to suit us as far as possible. The terms De Certeau uses for this are strategy and tactics, which he elaborated in terms of space and place.
In this context, strategy means how issues are taken out of time and place by those in power and is about laying down generally applicable systems and the field of power. The term tactics in this connection means getting the rules to suit you; it is about temporary actions in the field of power and it is bound to existing practices and conditions. 
If we translate this to the situation of art in public space it clarifies a great deal; as soon as something is public space, it ceases to be truly public space. It is given a name, the government takes charge, draws up a strategy and rules and monitors security. It was a vague area, but now it is labelled “for public use”. Placing an artwork in the space, certainly if you talk in terms of ‘forever’, is the same as the government hoisting a flag there saying ‘this is ours’. 
Negative reactions to works of art can, therefore, also be seen as appropriate reactions to the placing of that flag. They are often easily dismissed as arising from bad taste or a lack of awareness of art but they are a logical reaction to the definition of the space by the government.
The reformulation of a commission is a way to get the art work out of the domain of strategy and into the domain of tactics. An example of how this can work is the prison project presented by Hans van den Ban. Works of art in buildings are, however, almost always part of the strategy. They cannot be annoying or the strategy does not work.
If we wish to think in a meaningful way about the development of art in public space, then we must think in terms of strategies and tactics. 

FINAL DISCUSSION

In the first instance, a discussion of the terminology to be used for art in public space arose in response to Jeroen Boomgaard’s presentation. 

Tom van Gestel suggested that the term public space no longer be used. He felt that this would give ideas on the topic a new direction. The term has almost become a brand name. Declan O’Carroll suggested using the term civic space. Boomgaard said that it is not easy to see what effect such a change in terminology might have. Neither did he think that the use of another term would make much difference. In fact you would then just make a new set of rules and regulations, so that it would only be a form of window-dressing. Kjell Strandqvist did not see the sense of a new name either. As far as he was concerned the question of ownership of the space is the central theme here, and this is described perfectly well with the existing term. Van Gestel, on the other hand, thought that the public space as such no longer really exists. Maggie Bolt agreed. The terms refer more to how we use the space. Private is home and everything outside of it we call public space. Much of the latter space, however, comprises shops, or publicity space.
According to Boomgaard the more we talk about public space the less there is of it. ‘Common propertya notion which is disappearing and this is advantageous for those in power because they do not have to worry as much about this space. It also means that less public money is released for it, and that we are therefore dependent on private investors.
The question is whether this is a positive development or not. It is often said that you should have more faith in project developers in this respect; they are not as obtuse as they used to be. But why doesn’t this work both ways? 
Boomgaard stated that project developers should be allowed to pay but not decide. Art is a gift.
According to Strandqvist this can be taken care of by setting clear rules at the purchase, but Van Gestel emphasised that the problem does not lie with the legislation. It is more a question of wanting to take responsibility for projects in public space. Only recently a project in the eastern part of the country had to be stopped because no one wanted to take on the responsibility for the future. Bolt also recognised the trend but thinks that it is due to fluctuation. 
Vera Moosmayer felt that the discussion was getting too theoretical. Passing the buck is nothing new and you should not get too worried about it. Solutions can always be found in dialogue. She thinks that it is more meaningful to talk to one another about concrete projects, otherwise you talk in a vacuum.
Tom van Gestel understood her remark but thought that the substantive effects of developments must not be denied. There is not only a technical privatisation but also a mental one. In discussion on public space a whole new terminology will gradually be used, one concerning rules of conduct and behavioural codes. Perhaps we should not exaggerate the problem, but we should certainly take up the challenges of such developments.
Bolt emphasised that in theory our public space does have legislation and regulations, but that nobody knows them. Socially desirable behaviour and respect for other people are of more importance here. Under pressure from current political and social developments the basic principles are marginalised and threatened by groups. This is a big problem which should not be taken lightly.

SUGGESTIONS FOR THE FUTURE

This meeting was intended as an opportunity for the various establishments to introduce themselves, and to make a preliminary inventory of topics by presenting case studies. 
Boomgaard said that in that sense it had fulfilled its objective well. For example, he had had the idea that the situation abroad was completely different from that in the Netherlands, but now it seemed that many of the participants were facing the same problems. 
In response to a question about non-participating countries from Therèse Legierse, Nelly Voorhuis told the meeting that Atelier HSL and the Chief Government Architect’s Studio had carried out some preliminary research in the former Eastern bloc countries, but had ascertained that the organisations there were still too young. France could not attend and no organisation had been found in Italy. Furthermore, the organisers had opted for keeping things at government level at the moment so that no large cities had been invited.

Suggestions regarding the set-up of the meeting:
-the model of the expert meeting is workable, so keep it;
-to be held biennially (Moosmayer; it could possibly be organised in Germany because more budget is available in the framework of Berlin Cultural Capital); 
-workshops on specific subjects in smaller groups (Moosmayer);
-discussion in response to specific themes (Legierse);
-in the mornings a topic with presentations, the afternoons kept free for discussion (Strandqvist);
-determine clear objectives for future meetings in advance (Bolt).

Topics to be handled:
-the hands-off government and the increasing interference of the business community (Hans van den Ban); 
-changing the copyright by new European legislation (Moen);
-art in infrastructure projects (Moosmayer);
-the evaluation of projects (Bolt; evaluation methods which are not applicable are often used. Alternative models must be developed to examine the impact of art in public space. This is relevant because we have to find ways to show and communicate commissions.);
-dismantling works of art;
-substantive issues such as the value of long-term commissions in relation to temporary public art and more theoretical discussion around the concept of public space (Dillon).

In addition, Moosmayer and Moen suggested that informal contacts can be maintained on the development of commissions. Van den Ban would also like to use the network for specific projects. He said that the Dutch Chief Government Architect’s Studio is now working on an art project, a European Internet Art Work, with Interpol. It would be a practical consequence of this meeting if the network could be used for it.

Boomgaard suggested that no topics should be excluded in advance and that themes could be looked for in both the substantive and the practical spheres. He wondered whether we should wait two years before the next meeting to which Katrien Laenen replied that she would look at whether the meeting could perhaps take place in Belgium next year.





