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ABSTRACT 

This  thesis is a st t idy of the development of government 

arts policy at t k e  imnicipal level in the c i ~ y  of Vancouver. 

It a4Gresses the f~ifowing research question: "What factors 

ha3rc; influerteec3 the city government's ability to meet its 

stated goal cf improving citizen access to che arts?" Access 

Is discussed r i o t  on ly  in terms of working in the arts or 

aetending arts events ,  but also in terms of citizen 

participation in the civic arts policy-making process. The 

specific areas of cultur2i policy which are examined include 

ethnicity and the arts, women and the arts, and art in public 

pf aces. 

T ~ E  thesis includes an overview of historical in•’ luences 

which have shaped cultural practices and policy in Canadian 

cities, and in "Jar,couVer in particular. It traces the 

emergence of "cuftural. planning" and programs in the Vancouver 

city bureaucracy, along with the changes in policy discourse 

and priorities which have occurred from the early 1970s 

through to the early 1 9 9 0 s .  This study examines policy goals 

of citizen access and democratic participation, in light of 

canfiicting political, economic and social influences. The 

Ii5stsx-y and structure of municipal government is also 

considered, in order to determine how these structural 

influences limit or permit the Zevelopment of arts policy at 
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the l ~ c a l  ln5eL .  'I3e zesearc;? methads incfuee i n t e r v i ~ s q . - ;  w i t  t.1 

c i k y  cf f icials an2 cultural. xorkers, docarnr?ntary ~ i n d  a u c l i i  vCl l 

research, a ~ l d  an onalysis of the discourse used in policy 

dscwment s . 

The city gave rmenE Vancouver has i n  recent years  ~li~lcle 

attertapts to breaden access r,o the arts amcng the d i v e ~ s c .  

e'khnic populatiors. of the city and Lo encourage improvsi! rdcc> 

relacions tkirrough cross-cultural programing in the . I r t s .  

This study concludes, however, that the role of social eldss 

and gender has generally been overlooked in municipal arts 

policy in Vancouver, It also suggests that policy-makers will 

be under increasing pressure to redefine some of the centrdl 

concepts which i n f o m  their work - such as "conununity," 

"culture, " "art," and "policy" - as a result of shif tiny soc:ic~l 

values. 
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CHAPTER I, INTRODUCTION 

According to poiitical scientist Andrew Sancton, tht? 

study of local goverrment is an academic ghetto ( 1 9 8 3 :  p .  

3 1 0 ) .  This assessment suggests that the arts and cultura-L 

policies of municipal government are even further 

marginalized. Research and analysis have concentrated on the 

cultural policies of the Canadian federal and provincial. 

governments, without much reference to what occurs on t h e  

municipal level. There is, however, a strong link between the 

arts and the city. Cultural institutions are based in cities 

and, as has often been observed, cities have the resources and 

population to make it possible to bring artists arid their 

audiences together, 

While Canadian city governments have neither the 

constitutional power nor the tax base their senior 

counterparts, some cultural analysts have suggested that local 

governments have the potential to take on a leading role in 

support of the arts (Chartrand, 1987; Schafer, 1986). 

According to Schafer: 

As bureaucratic structures harden and it becomes more and 
more difficult to develop new programs at the provincial, 
national and international level, the focus of attention 
shifts to the municipal level. As a result, it is 
possible to detect the same spirit of pioneering 
excitement and adventure that characterized provincial, 
national and international arts development two decades 
ago invading municipal arts development today . . .  Here is 
where the innovative structures are going to be created, 
progrms devised, and funding sources uncovered that are 
needed to carry the arts forward to higher and higher 
levels of accomplishment (1986 :  p. 6 ) .  



~= Ine  arr_s rjoiic;f docruneats ~roduced by Canadian 

mmicipalities confirm the existence of this widespread 

enthusiasm for local cultural development. Arts policies at 

the  lccal level usually articulate the idea?. of "democratizing 

the arts" by providing access to the arts for all citizens. 

However, this goal has been limited and contradicted by a 

capitalist economy, a colonial history and continuing 

exclusions based on race, class and gender. In addition, the 

historical evolution of municipal governments in Canada has 

led to the formation of a poiitical structure which has been 

traditionally more concerned with land use and property issues 

than social services. 

This thesis examines the relationship between ideals of 

"community access" in municipal arts policy and the social and 

political structures which systemically limit their 

realization. Government policy may be considered a form of 

public communication which Is compliceited bl- conflicting 

mandates and values. These conflicts also inhibit public 

acceptance of official policy statements and make it difficult 

to implement policy goals effectively, 

Apart from government documents, the existing literature 

on Canadian municipal arts policy is largely restricted to 

publications produced by arts advocacy groups and other 

professional associations fc.g., Canadian Conference of the 

Arts, 1987; Canadian Parks/Recreation Association, 1988)  



These materials ge~eraily show an understanding of some of the 

ways that lscal goverrment; could better serve the arts, but 

there is little attempt to link the subject a•’ municipal arts 

polFcy with an understanding of the structure and operations 

of city goverr-ments. For instance, if the central power of 

municipal governance lies in the ability to create w e a l t h  

through property regulation, how does this fac&sr determine 

the constraints and possibilities of what local governme11t.s 

can do for the arts? 

The first two chapters of this thesis provide a context: 

for the discussion of mkcipal arts policy by defining the 

terms which will be used and also by describing h i s t o r i c a l  

precedents for the involvement of local governments in the 

arts. These chapters also serves to review the literature on 

Canadian cultural policy, the literature an city politics and 

government in Canada, and what little has been writterr un t h e  

cultural policies cf local governments in Canada. The 

remainder of the thesis tansists of an examination s f  the 

history and development of arts institutions, activities and 

municipal arts policy in Vanc~uver in particular- This work 

represents an or ig ins1  historical study of che evolution of 

the cityrs cultural planning and public consultation an the 

arts, The prLmry focus is on the body of focal government: 

which has been mast directly cs.ncerneJ with arts policies and 

programs - Vancouvesrs City Council a r d  its staff- However, 

the activities of ~ t k e r  relevent structures of local 



k, Methodology: 

i*r'hiffs early s t ~ d i e s  in public policy took a n  empirical 

approach and concentraced as governnent procedures, t he  

eontriSuciow of criticaP chzorist Jurgen Mahemas and others 

has  Ye3 t o  an increas2d interest in namaZive evaluations of 

- .  k t t t  f f e f ~ i s i ~ z - ~ a k i r ; ~  acd disconrse i n  poazcy { E l a l l m a y r ,  1956: 

F -  411, Since seckak justice issues have became central to 

questions of public policy, it is appropriate a ~ d  necessary t o  

use  normitlive criteria to svaluadce both the g o d s  and the 



means of government policy. 

This thesis calls for an interdiscifi=linaq~ approach since 

it encompasses several areas which are of interest t:: students 

of communication: culture, politics, political econorr~y, 

organizational devzlopment and the processes and discourse of 

government policy. Therefore, I have not adopted a single 

theoretical and methodological approach, but have tried to 

look at the subject of local arts policy from a number of 

different perspectives. 

Writing abwt  the federal policy of rnulticulturalis~n, 

Gilles Paquet coments: 

Ill-structured problems pose great difficulties to 
policy research. Analysts must learn on the job 
about both the configuration of facts and the 
configuration of values, but they must also manage 
to learn from the stakeholders in the policy game 
and fram the many groups at the periphery who are 
in possession of important local knowledge, for 
without their participation no policy can he 
implemented (1988 :  p, 19). 

Local arts policy, which increasingly concerns issues of 

mrrlticulturalisrn and race politics, is one such ill-structured 

policy problem. Since I am not part of the "arts conununity" 

or government of the city, it has been necessary to learn from 

the *stakeholdersm or interest groups in the system, which 

include government representatives, members of the established 

arts organizations as well as groups which have been 

marginalized for reasons including social class ,  ethnicity, 

gender and artistic standards. ~Tnile I needed t-o solicit 

f aeeual inforwition from interviewees, it was equally 
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im~ortant for me to gain insight. into their perspective on 

events and policies - their version of social reality. Apart 

from the decision-makers and experts on municipal arts policy, 

it was necessary to consult others who may have a critical 

perspective on issues precisely because they have not had 

access to resources and social networks of influence. 

Those interviewed for this thesis include city staff, 

councillors, members of the citizen's advisory committees on 

the arts, members of arts organizations, and artists. My 

choice of interviewees was dictated to some degree by the need 

to talk to people who had been directly involved in the city's 

arts policy-making, but an effort was made to consult others 

as well (see Appendix 1). My approach to interviewing was 

influenced by Elliot Mishler's writing on the research 

interview as the joint construction of meaning between the 

interviewer and the respondent (1986: p. 117-135) . Over the 

course of my study, I developed a base of knowledge in the 

field which meant that I could hold collaborative discussions 

with my interviewees. Therefore, during my interviews, I not 

only solicited information, but in•’ ormally shared information 

which I had gathered through my research. Mishler points out 

that there is an inherent asymmetry of power which favours the 

interviewer because he or she is able to control the use, 

interpretation and dissemination of the research " findings 

iibid, p. 1181. For that reason, it is important to at least 

offer interviewees the choice of whether or not they wish to 
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be directly quoted, particularly with individuals who may 11ot. 

be at liberty to express all of their personal opinions 

because of responsibilities to their employers. 

Whan interviewing a heterogenous group, the power 

dynaxiilics T w r a r y  considerably from one interview to the next. 

People who are part of marginalized groups are sometimes wary 

of sharing their knowledge if they aren't sure about, how the 

information will be used and whether it will contribute 

positively to their cause. I found that political and 

interpersonal sensitivity is required on the part of the 

interviewer and that it is often necessary to acknowledge the 

existence of issues of power and appropriation bef ore any sort. 

of trust can be established. 

Attending local public forums, lectures, conferences and 

courses provided an invaluable source of information and 

ideas. As an observer, I also attended meetings of a 

citizen's advisory committee to the city on public art and a 

Board of Parks and Recreation "focus group" on arts policy in 

an effort to get a closer look at some of the practices which 

occur in municipal arts policy consultation, formulation and 

enactment. 

The historical and descriptive material on Vancoilver was 

gathered partially through docmenta-q research using c i t y  

annual rsports, the city charter, ninutes of c i ty  council 

meetings and advisory committees, staff reports, 

correspondence, newspaper articles and exhibition guides. 
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Mhile reports which have gone to city council and committee 

minukes are generally accessible to the public, other internal 

city documents have varying degrees of confidentiality and 

public accessibility. City documents over ten years old are 

available in the Vancouver Archives, whereas more recent 

materials must be solicited from staff at City Hall. 

My historical research was made difficult Pecause the 

local history available in the archives and published works is 

heavily biased towards the history of European-Canadian people 

and their arts. In some cases, I have attempted to use 

alternate sources of information and cite examples from other 

ethnic groups whose history has only recently begun to be 

recovered. 

2, Definition of Terms and Discussion of Concepts: 

There have been numerous attempts to define the terms 

"culture," "arts," "policy" and "community." When writing 

about these concepts, it is essential to review some of these 

definitions and explain their usage. The case-study on 

Vancouver arts policy is intended to offer the reader further 

insight into how these concepts operate in practice. 

i i j  Culture: 

According to Ra-pond Williams, "culture" is one of the 

two or three most complicated words in the English language. 

Re found that "cufture" acquired several new meanings during 



the nineteenth century alone: 

Before this period f1800s1, it had meant., primarily, 
the 'tending of natural growth,' and then, by analogy, d 
process of haman training. But this latter use, which 
had usually been a culture of something, was changed, in 
the nineteenth century, to culture as such, a thing in 
itself. It came to mean, first, 'a general state 01- 

habit of the mind,' having close relations with the idea 
of human perfection. Second, it came to medn Itlie 
general state of intellectual development, in a society 
as a whole. ' Third, it came to mean the 'general body of 
the arts. ' Fourth, later in the century, it came to mean 
'a whole way of life, material, intellectual and 
spiritual' (1967, p. xvi) . 

Williams found that the third meaning, "the general body of 

the arts, " has become the most common contemporary usage of 

the word, although the social and anthropological connotation 

has recently been gaining ground (1988: p. 90, 92). 

UNESCO has adopted such a broader definition of the word: 

Culture means the sum of the material as well as the 
intellectual and spiritual distinctive features that 
characterize a society or group (cited in Edmonton, l98F'I : 
2.6). 

The Canadian Conference of the Arts has also embraced this 

definition of culture partly because " . . - it gets us away f r o m  

the Western notion of culture as a commodity, to the more 

universal view of culture as a process" (1984: p. 2 2 ) .  

Culture stems from ethnic traditions, hut also from class 

differences within a given ethnic group, The distinction 

between high culture and popular culture poses a challenge for 

policy-makers since the boundaries between these two 

categories are fluid and shifting. 



Cultural studies theorist Stuart Hall has said that 

although the anthropological definition of popular culture is 

preferable to a market-based, commercial understanding of the 

term, it is still inadequate, because: 

... it is based on an infinitely expanding inventory. 
Virtually anythinq which 'the people' have ever done Tan 
fall into the list. Pigeon-fancying and stamp- 
collecting, flying ducks on the wall and garden gnomes 
(1981: p. 2 3 4 ) -  

Wall argues that to understand culture, it is necessary to 

focus on relations of power which determine what is considered 

elite or popular culture, and to recognize that institutions 

such as the education system sustain these diff5rences (ibid) . 
Government funding bodies and arts organizations are also 

institutions which play a powerful role in defining the 

privileged culture of a given society. Despite the shift 

cowards an all-encompassing understanding of "culture," many 

government departments continue to use the term to mean 

particular artistic products and activities in order to 

~ationalize their funding criteria. While government policy 

discourse may be evolving to accommodate a broader conception 

of "culture, " it is has not moved very far towards the 

political interpretation of culture which Hall advocates. In 

Canada, government policy-makers have at times acknowledged 

€-L.-L t r i a ~  p~v~er  relations define culture along the lines of race 

and gender, b.12 have giver; little attention to the central 

ro le  which social class distinctions play in determining 

cultural taste and practices." 



(ii) The Arts: 

One response t,o the complexity of medning surrounding the 

term "culture" is to attempt to limit oneself, as George 

Woodcock has, to a narrower field, which can be called "the 

arts" (1985: p. 12). This term traditionally encompasses t h e  

art forms of music, drama, dance, visual art and literature. 

Despite its terminology, the city of Vancouver, through its 

Office of Cultural Affairs, cultural planners and cultural 

grants, is primarily supporting non-profit arts organizations. 

HThe arts" may be a more accurate term than "culture" for the 

areas addressed in this thesis, partly because municipalities 

play a larger role in the non-profit arts than they do in the 

"cultural industries" (broadcasting, sound recording, film and 

publishing). It is true, however, that a focus on "the arts" 

can lead one to consider only traditional art forms, rather 

than popular culture and the arts of non-Western cultures. It 

may be more useful to consider art, not so much in terms of 

different established art disciplines, but as a creative and 

symbolic form of human communication which exists in every 

society and culture. 

Although the purpose of this study is to examine 

municipal government involvement in the arts (rather than  

artistic expression 2nd popzlar culture in general), kt weald 

be a mistake to limit r s ~  scope entirely by considering only 

what governments have chosen to sanction. In doing so, I 

would be using *the arts" in the manner which John Pick, for 
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one, finds objectionable - as a judgemental term which refers 

more to the subsidised arts rather than to the totality of 

creative experience (1988:  p. 154, 155) . For these reasons, 

it is also important to consider what kinds of cultural 

expression fall outside the parameters of government arts 

policy. 

There are some areas of municipal policy which are arts- 

related but beyond the scope of this thesis, including 

architectural and urban design, heritage conservation and 

library policies. 

(iii) Policy: 

"Government arts policyH is often assumed to refer 

primarily to priorities on the use of public monies to fund 

the arts. Pick suggests, however, that rather than supporting 

the arts, governments have historically more often constrained 

them through licensing, censorship, education and taxation 

(1988: p. 7 3 ) . 3  A broad conception of policy allows the 

researcher to consider the many different ways in which 

governments may support, regulate or constrain artistic 

activities, The French term for cultilr3l policy, "la 

politique culturelle, " may be a more descriptive one since 

rV-L nfiSit;cs L. A is SO influential in determining the r ~ l e  that a 

government plays in t_fi_e artsi regardless of ~hether Its values 

and practices have been clearly articulated into policy 

statements. 



While many municipal governments in Canada have not yet: 

produced comprehensive arts policy documents, their esisting 

policies are revealed through their management of grants to 

arts organizations, civic buildings which house the drts, 

artwork in parks and other public places, and outdoor 

festivals. In this thesis, the concept of "municipal a r t s  

policy" refers not only to official policies, bylaws or 

resolutions the arts adopted by a city council, but also to 

departmental practices and procedures which can affect 

artists, arts organizations and citizens. In addition, it is 

important to look at policies which may not appear to be 

directly relevant to the arts, but which may have an impact on 

artists and local culture. While policies concerning grant 

adjudication have an obvi.ous impact on arts organizations, it 

may also be enlightening to examine how city planning policies 

in zoning and housing affect artists. 

Schafer points out that the first step in developing a 

comprehensive arts policy is to make existing implicit or 

"invisible" arts policies explicit (1986: p. 1 . In the case 

of Vancouver, certainly, numerous implicit policies and 

practices have accumulated over the years and have not yet 

been compiled in document form. According to Schafer, a 

comprehensive municipal arts policy can be defined as: 

a holistic statement of ideals, principles, 
objectives, priorities, procedures and strategies 
governing municipal arts development ( 1 9 3 6 :  p. 17). 



( iv) Community: 

John Pick contends that the word "community" : 

. . .denotes nothing except a furry construct in the 
writer's mine, but has all kinds of cosy and gentle 
connotations. The word is almost always used as an 
evasion, because the author does not want to be seriously 
challenged (1988, p. 158). 

For instance, the statement "Members of the arts 

community in Vancouver generally have a good working 

relationship with city cultural plannersu might imply that 

only arts organizations which "work with" government funders 

qualify as members of the arts community. To avoid such 

tautologies, 1 will refrain from speaking of "the arts 

community" as a whole, but will refer to more specific groups 

such as the Vancouver Cultural ~lliance, an umbrella group 

which represents most of the professional arts organizations 

in the city, or the Artists' Coalition for Local Colour, an 

advocacy and lobbying group for artists of colour. 

Benedict Anderson considers all but the smallest 

communities to be imaginary, and points out the dangers 

inherent in a concept which conveys a sense of "a deep, 

horizontal comradeship" that can mask inequality and 

exploitation (1989: p ,  16). For this reason, policies which 

are presented as measures to serve the entire "community" have 

to be closely examined to determine which segments of the 

population are actually benefited. 

Writing about community radio, Liora Salter states that 

" The only common characteristic of a 'community' is that its 
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members share, explicitly or implicitly, a conmon r r i ~ ~ t i o n s h i p i  

to something outside themselvesu (1976: p. 20) , While a r t s  

organizations differ markedly in the nature of their 

organization and the art they produce, they generally share in 

a common experience of financial struggle and dependency on 

government funding for survival. Salter also notes that 

people come together as a unified group under external 

pressure (1976: p. 20). In the case of arts organizations in 

Vancouver, external pressure came in the form of Expo ' 8 6 .  

Fearing that the world fair would draw away audiences and 

revenue, which would compound overall financial shortages 

during a period of economic stagnation, professional arts 

organizations came together to form a unified service, lobby 

and marketing group, the Vancouver Cultural Alliance. Despite 

differences among these groups, it has been strategica11.y 

necessary, for marketing and government lobbying purposes, to 

present themselves as a community, 

Salter distinguishes the concept of "community" from 

"constituency, " which she describes as "a group (usua-Lly 

unorganized) of people sharing a common relationship to 

power ... A constituency group does not necessarily share group 
consciousness, nor activity, nor face-to-face relationships" 

(1975: p. 21). According to this definition, artists and arts 

organizations in Vancouver can only be loosely called "a 

constituencyw since the relationship to government !power) 

varies from those who have received government, f u n d i n g  for 
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years to those who have never received a single grant. 

Although "community" is a problematic word which can be 

criticized for semantic and political reasons, it is difficult 

to avoid the usage of it in the English language, perhaps 

because it represents an important social ideal. Barton Reid 

has defined community as "non-commoditized reciprocal 

relations" (1991: p. 261, a definition which at least 

attempts to limit the misuse of the word to some degree. For 

example, "development community" would be an oxymoron, since 

urban development involves turning land into a commodity. 

The term "community arts" is often used to refer to the 

amateur arts. Government funding programs and representative 

bodies for professional artists frequently uphold the 

distinction between the professional and the amate7n- arts by 

excluding those who do not meet the criteria of 

professionalism. 

(v) C i t i e s  and Pfunicigahities: 

In British Columbia, a city is defined as a municipality 

with a population exceeding 5,000 which has been incorporated 

under the provincial municipal act (Andrews, 3.991, p. 5 ) .  

Smaller areas which have been legally incorporated as 

municipalities in B.C. are classified as villages, towns or 

municipal districts, depending on the population size and 

density tibid) . The term "municipality" is at times also used 

to refer to metropolitan regions which encompass several 
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municipalities or electoral areas, 

The case study in this thesis faeuses on t h e  city af 

Vancouver which, with a populatictn of 471,844, i s  the eighth 

largest city i n  Canada (S ta t i s t i c s  Canada, 1 9 9 2 ,  p .  91, artd 

therefore the characteristics of its arts policies are not 

necessarily representative of municipalities a•’ other sizes 

and in other regions. 

Canada is becoming a highly urbanized country with over 

46% of the population residing in nine major metropolitan 

areas (Canada Co-mcil, 2489: p .  I f  . The other 54% live in 

some 4,000 municipalities, most of which are i n  a hinterland 

relationship to major cities where the cultural resoulrces are 

concentrated. Since Vancouver is the principal economic and 

cultural metropolis of British Columbia, its pwicrrities i n  

local arts policies are quite different from cities elsewhere 

in the province which might just be starting to develop the i r  

artistic resources and infrastructure,  

It is important ta note that the municipal acts gsverning 

cities and other municipalities vary with each province or 

territory. stmctirrraP charac terk t  ics and historic 

development sf CanatSian municipal government is discussed 

later in this ehesis, 



S x F a T  class is &remined hy a nuxber of interrelated factors 
inc5erc3'nny edtncacicxi, Eamiiy background, occupation and income. 
Far a r e v i e w  af the msjor theories of class analysis, see 
Giddens and X ~ i 4  t Lg82 j .  French soziofogist Pierre ~ousdieu 
has  s m d i e d  t " k  reBatia~~hip between class and cultural 
prac~ices, i e r m n s t r a s i ~ g  that taste (in art, clothing, food, 
eEc.1 functions as zi ~ a r k e r  of class (1984, 1 9 9 1 ) .  He found 
a close link between cu2tzral. practices and education and 
social backgrcund tX38.r:: p.  13 f . A recent survey of the 
Canadian audience  fcr the performing arts fourid that frequent 
ateenders were more highZy educated and had a higher income 
than the o v ~ r a f l  p o p l a t i o n  sampled (Decima Research and Les 
Csnsultants C ~ P c ~ ~ r ' H f i c  Ine. ,  May 1992:  p .  552). 

3. An early and enduring ~xample of a repressive cultural policy 
sf the Canadian federel govemPIP;enei w a s  the l a w  against the 
native Potlaich c e l e i x a ~ i o n  which was in effect between 1918 
and 1951. 



CEAPT&R II CITIES THE ARTS: HISTORICAL INFLUENCES 

The city, as one finds it in history, is the point of 
maximum concentration for the power and c~ilture of a 
community. 

Lewis Mumford (1940: p. 3 )  

1, Influences from Western Civilization: 

Public patronage of the arts originated in cities. In 

Xestern civilization, this relationship has been traced back 

to the Athenian city state or "polis" of 5th century B . C ,  

where debates cn the amount of public money which should be 

allocated to the arts accurred over 2,000 years ago. However, 

the concept of a distinct " a r t s  policy" did not exist in the 

Athenian city state; participation in the arts was a legdl 

requirement of full-fledged citizens (free males) and was 

closely linked with their political, religious and athletic 

customs (Pick, 1988: p. 12 : .  According to Mumf ord, 

"participation in the arts was as much a part of the citizen's 

activities as service oa the council or in the law courts.. . "  

(1961: p. 1 6 7 ) .  Zn addition, artists in classical 

civilizations were prized as leading citizens and diplomats. 

The geographic layout of the cities of past civilizations 

reveals the central role arts and culture played in the lives 

af their inhabitanks. The Greek "polis," Rorrtan "civitas" and 



rwdiew.1 city viere centred around institutions with political, 

religious and intellectual functions, whereas in the modern 

world, city centres are dominated by economic institutions 

(Burgoyne, 1985: p .  6 )  . Mumford describes the important role 

sf the church in the lives of medieval city-dwellers: 

One must think of the (medieval) church, indeed, as one 
would now think of a 'community centre' : not too holy to 
serve as a dining hall for a great festival, as a theatre 
for a religious play, as a forum where the scholars in 
church schools might stage oratorical contests and 
learned disputes on a holiday . . . (  1961: p. 3 0 6 - 3 0 7 ) .  

Although contemporary urban settlements provide many of 

the resources necessary for the arts to flourish, the 

evolution of the industrial mode of production in cities has 

contributed to a separation of workplace and home and a 

marginalization and commodification of the arts. The 

integration of the arts in daily life seems to exist today 

only in some developing, pre-industrial societies. 

Widespread participation in the arts is also discouraged 

by the elitism with which some cultural institutions have been 

associated. Mumford found that the European Baroque court of 

the 15th Century "...had a direct influence upon the town in 

nearly every aspect of life: it is even the parent of many 

new institutions democracy later claimed for its own" (1961: 

p. 3 7 7 )  . The greatest influence of the Baroque court, 

according to Mumford, was in the area of pleasure and 

recreation. Concert halls, orchestras, museums, parks, zoos 

and the "pleasure gardenn1 were all Baroque institutions: 



One by one, these palatial institutions registered their 
presence on the new city plan. Sometimes they came under 
private auspices; sometimes with royal or municipal 
support; always in the gilded image bearing the original 
stamp of the court and palace (1961: p. 381). 

Zoological gardens originated as a showcase for the trophies 

of explorers and hunters, and museum collections likewise j i - e w  

out of the acquisitive lifestyle of the baroque court and its 

foreign conquests (Mumford, 1961: p. 380). 

In 1753, the ~ritish government besan direct financial 

support for the arts when it received Sir Hans Sloaners 

coliections of paintings and other articles, which led LO the 

foundation of the British Museum. This acquisition is 

frequently cited as the beginning of state collections in the 

visual arts. According to Mumford, it was a landmark in 

popular culture; before this time, collections of art were 

kept by the wealthy for private enjoyment (1961: p. 38:L). 

This event heralded a gradual transition from patronage by 

royalty and other wealthy aristocrats to government patronage 

and control. It is debatable whether the class origins of 

these institutions are relevant today, given that they are now 

"democratized" and open to the public. However, museurn 

collections continue to be housed in palatial buildings which 

are a physical embodiment of the elitism they have long been 

associated with. 

Pick notes that licensing and censorship have been used 

by royalty and government in Britain as a powerful tool to 

restrict access to the arts, thereby reinforcing class 



divisions. From the mid-1606s to the mid-1800s, people could 

not perform or gather in public without the approval of court 

or parliament officials, which meant that those living in 

towns or villages were generally forbidden to attend theatre 

productions 11988: p.20). Pick argues that this long period 

of repression has had a lasting influence on the popularity of 

live theatre in Britain. If so, it is a factor which could be 

extended to former British colonies such as Canada. 

In European countries such as Sweden, France, 

Switzerland and Germany, where the total per capita government 

support for the performing arts is many times greater than in 

English-speaking countries (Montias, 1986: p. 306), an 

infrastructure for municipal arts funding was established 

centuries ago, often through religion. For example, by the 

15th century it had become common practice for the aldermen of 

towns Northern France to provide funds for 

which were staged by church groups. German municipalities 

began to establish and support their own theatres and operas 

in the late 18th century (ibid: p. 288, 289). 

According to Bernard Ostry, the ambivalent attitude 

toward the arts which is often said to exist in English- 

speaking countries may have been inherited from the British 

Puritans : 

The last British sovereign who was an effective patron of 
the arts was Charles I; his immediate successors were the 
Puritans, who not only chopped off his head but dispersed 
his collections. The visual arts, they believed, were 
tainted with popery, and the performing arts were sinful. 
Cespite the revival of theatre at the ~estoration, the 



Puritans bequeathed their suspicion of the arts ta the 
conmon people of Britain. This Puritan antagonism was 
imported into Canada and may still be one of the 
lingering obstacles to government support for the arts 
(1978: p. 2 8 ) .  

Ostry does not discuss all the historical influences 

which have led to a lack of support for arts and cult.ure. 

Indeed, Williams said he could find no derisive references to 

"culture" prior to 1860, but that the hostility seemed to date 

from Matthew Arnold's defense of high culture in Culture and 

Anarchy, (published in 1869) and the class distinction 

associated with the term (1967: p. 1 2 6 ) .  

2 .  Early Canadian Influences: 

f i )  Private Patronage: 

Government support for the arts in Canada and the United 

States began at least a century after such practices had 

become institutionalized in Western Europe. Before public 

funding for the arts was established, patrons of the arts who 

came from the affluent business class played a central role in 

the development of cultural institutions and activities in 

North American cities. This patronage was not without its 

rewards, as Ostry remarks: 

With the rise of cities and their bourgeoisie, it is the 
rich man who becomes the artist's patron, in return fcr 
art that affirms his taste and confers a kind of 
legitimacy on his wealth (Ostry: 1978, p.  3 8 ) .  

Canadian historian Maria Tippet t agrees that weal thy 



citizens who contribrzt;ed to the arts were interested in 

legitimating and winning acceptance for the existing power 

relationships of society. While this self-interest is more 

evident in the case of corporate patronage, Tippett suggests 

that, with individual patrons, the same purpose was: 

. . .masked behind a veneer of taste, style and discernment 
which suggested that cultural activity was being 
encouraged for its own sake and not in fulfilme~t of some 
business, commercial, or class purpose (1990: p. 119). 

Pierre Bourdieu's notion of "cultural capitalu is a 

useful concept to describe the prestige which urban elites 

were able to obtain through patronage and association with the 

arts (1991). Paul ~i~aggio has applied this concept to 

American philanthropists who used their profits gained from 

industry to create museums and symphony orchestras (1986: p. 

43) . He argues that the "cultural capitalists" who created 

these organizations dedicated to high art helped to 

institutionalize the separation of high art from popular 

culture (ibid: p, 42) . 

American cities benefitted substantially from the 

cultural philanthropy of businessmen and the urban elite 

(Horowitz, 1976; DiMaggio, 1986) , but their counterparts in 

Canada did not contribute as much to the arts. Tippett 

speculates that the reasons for this differersce i.iiay have been 

that Canadians were =ore concerned with the acquisition of 

foreign art work, or that they were discouraged by less 

favourable tax laws relating to cultural philanthropy (1990: 

p.  92-95), 
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Those affltzent citizens who considered it thcir duty to 

build an infrastructure for the arts were often inspired by a 

romantic idealism about art as a means to refine the city and 

its inhabitants (Horowitz, 1976: p. 78). Small businessmen 

and other ordinaxy people - many of them women - also 

volunteered their time to organize arts events and work f o r  

arts institutions. They may have been motivated by what 

Raymond Williams describes as the middle-class ethic of 

service to the community. Although Williams notes that this 

ethic, in counteracting an attitude of laissez-faire and self- 

service, has contributed to the peace and welfare of society, 

he also maintains that it has reinforced the status quo ( 1 9 6 7 :  

p. 328-3291. The psychology of service, he argues, is 

inferior to the working class ethic of solidarity, or "active 

mutual responsibility" (1967: p.  330) . In the area of 

cultural development, one can see how the middle-class ethic 

of service, while enabling arts institutions and facilities to 

grow, has rarely challenged the status quo f-y inctdcling 

members of the working class or ethnic minorities in the 

artistic life of the city. 

fii) The Massey Conmission: 

In 1951, the federal government of Canada conducted its 

first major cultural enquiry, The Royal Commission on National 

Development in the Arts, Letters and Sciences f general Xy known 

as "the Massey 2omissionm after its C h a i m n  Vincent fdassey) . 



According to hisborian Paul Litt, this enquiry was inspired by 

a liberal-humanist belief in the improvement of the individual 

through educational and cultural enlightenment, yet it also 

revealed a somewhat contradictory preference for high art over 

mass culture: 

Although the Massey Commission was eighty years and an 
ocean away from the scene of (Mathew) Arnold's 
ruminations, it embraced his comforting conviction that 
elite culture and liberal democracy were reconcilable - 
indeed, that culture was necessary to the successful 
functioning of liberal democracy (1990: p. 25). 

Litt also points out that post-war nationalism increased 

popular support for the development of Canadian cultural 

resources (ibid) . While Canadian cultural nationalists 

continue to feel pride in the accomplishments of the Massey 

Commission, Litt offers a more complex and critical 

interpretation of this inf luential enquiry which shaped the 

country's cultural foundations: 

.... the Massey Commission's concern with traditional high 
culture was translated fron a seemingly undemocratic 
elitism into a democratic and patriotic concern for the 
preservation and promotion of the Canadian liberal 
democratic state (1990: p.  2 6 ) .  

Since liberalism may conflict with state direction in 

culture, the Massey Commission recommended the formation of an 

fhe British Arts Council. This recomendaticm resulte2in the 

formation of the Canada Council in 1957, which Litt describes 

as *the bureaucratic e:ribodiment of the Massey Commission's 

balancing of liberalism and elitism" (1990: p. 2 9 ) .  
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In her 1986 feminist analysis on arts funding in Canada, 

Ann Innis Dagg argues that the Canada Council may have had a 

detrimental effect on women artists. Dagg attributes d 

decline in the success of women writers after 1950 to d male- 

biased filtering process which characterized the Canada 

Council funding procedure, particularly in its early years 

(1986: p. 120). 

The Canada Council fostered the growth of arts 

organizations and led to increased professionalism in the 

arts. Cultural institutions such as the Vancouver Playhouse 

Company, which was established in 1962 with support of the 

Canada Council's program to create regional theatres 

throughout Canada, eventually attracted support from other 

levels of government. While the Massey Commission was able to 

solidify social and political support for federal funding of 

the arts in Canada, it usually proved more difficult to place 

the arts on the agenda of provincial and municipal 

governments . 

(iii) The Development of Arts Policy in Canadian 
Municipalities: 

While the first Canadian art galleries and theatres were 

established with donations from wealthy citizens or small. 

businessmen, and with the volunteer work of women in 

particular, municipal governments eventually assumed 

responsibility for operating these facilities. During the 

provincial and municipal centennial celebrations of the 1 9 5 0 s  



arid early 1966s, however, city governments took the initiative 

in building large theatre complexes. This "orgy of civic 

pride," as Woodcock calls it, resulted in capital investments 

which require ongoing subsidy: 

Since then these splendid but often largely redundant 
buildings have drained off a considerable portion of the 
funds municipalities regularly devote to the arts. In 
Greater Toronto, for example, about 40 per cent of the 
annual cultural budget goes to the upkeep of the O'Keefe 
and St. Lawrence centres (1985: p. 89). 

Similarly, the Vancouver Art Gallery's move to a larger, 

more impressive building in the 1980s required that a large 

portion of its operating budget be absorbed in maintaining the 

building, rather than in ex~anding the collection, staff or 

public programs. 

By the 1979s, coinciding with a reform movement in 

municipal politics, there was a growing awareness of the 

potential role for municipal government in promoting the 

quality of life of its inhabitants, which led to an increased 

interest in developing cultural amenities. This interest in 

arts funding and policy was partly brought about by the 

efforts of organized arts lobby groups. The ~anadian 

Conference of the Arts, a national lobby and research group, 

began to hold conferences and commission studies on municipal 

a r t s  fullding {P-g., B a i l e y ,  1978) . The 1970s also saw a rapid 

increase in the number of arts organizations in cities; the 

federal Local Initiatives Program and opportunity for Youth 

grants, sponsored by the Secretary of State, led to the 

ereation of many new arts companies (e.g., Tamahnous Theatre 



Company and the former City Stage in Vancouver). With a 

greater number of arts groups applying for grants, local 

governments were pressured to consider funding in an orgdnized 

fashion. 

The ~ederation of Canadian Municipalities passed a 

resolution on municipal support for the arts on June 1 7 ,  1976, 

which encouraged municipalities to study their long-term and 

short-term objectives In the provision of cultural 

requirements and show their support for their cultural 

institutions by establishing and increasing cultural grants 

with the goal of achieving a minimal annual expenditure of $1 

per capita within three years. The resolution also called for 

municipalities to establish administrative departments to 

oversee cultural planning (Canadian Conference of the Arts, 

Surveys of various Canadian cities showed that municipal 

support for the arts increased dramatically between 1974 and 

1977. A 1977 survey showed that Canadian cities had, on 

average, surpassed the Federation's call for a $1 per capita 

annual expenditure on the arts (Bailey, 1978: p .  7, 81. BY 

the 1980s, municipal arts funding had become recognized as a 

legitimate and necessary public expenditure. In 1987, Jiri 

Zuzanek reported that: 

... during the past decade, Canadian municipalities have 
increased their support for the arts at a faster rate 
than for most other municipal services and, apparently, 
at a faster rate than federal or provincial arts 
councils. However, the municipalities' overall share in 
the public support of the arts remains relatively small. 



i n  most rmnici.pa1 ities grants account for 5% to 6% of the 
arts organizations' operating expenditures, and only in 
Tr~ronto does this figure approach the 10% mark (1987  : p. 
21. 

Many municipalities had come to employ cultural planning 

staff, broaden the mandate of their parks and recreation 

departments to include the arts, and some had established 

committees to adjudicate grants "at arm's lengthu from 

government by this time. Cities became more interested in 

developing their own "home grown" municipal arts policies 

suited to each particular city and context. In 1986, an 

organization called Arts in the Cities was formed to bring 

municipal officials a~ld representatives of the arts together. 

Also in 1986, the federal Task Force on Funding of the Arts 

called for municipalities to nearly triple their financial 

support for the arts by the turn of the century, and to 

establish long-term arts policies and administrative 

departments for arts and culture (Canada: 1986: p. 84). The 

following year, the Canadian Conference of the Arts held its 

annual conference on the theme of "Municipalities and the Arts. " 

A 1990 survey by the Federation of Canadian 

Municipalities found that 3 0 8  of the respondingmunicipalities 

had developed a written cultural plan or set of policies on 

the arts, culture and heritage and only 25% had developed 

procedures, by-laws or regulations to deaf with arts and 

culture (1991: p. 3 )  . The survey also reported that the 

overall average per capita expenditure on arts, culture and 
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r_he early 1990s,  Xhile artists and supporters generally 

w e i c c m r  increased gcverrment responsibility for culture at the 

provincial and Eocak ievzls, most fear the loss of the federal 

support structures which have been established over the past 

half-century, 

(iv) Canadian Municipal Government: 

In order to understand municipal arts policy, it is 

necessary to know something about the structure and 

development of Canadian local government. Historically, the 

municipal level of governmentc in Canada has been primarily 

concerned with controlling and servicing property and 

enhancing the value of urban land (Saneton, 1983: p. 296, 314; 

Gutstein, 1975: p. 142-431, Canadian cities do not have the 

broad administrative powers delegated to local governments in 

other countries. ~ritish municipalities, for example, have 

much more authority in education and housing. According to 

Kent Gerecke, *From early colonial times Canadian cities have 

been kept politically weak so that urbzln government has been 

removed from active citizen involvemente (1991: p, I). 

The orientation of Canadianmunicipalgovernments towards 

band use and property has rneant that social and cultural 

policy were noE seen as fundamentally important issues in the 

past, However, cities in Canada have funded parks, beaches, 

recreation facilities and libraries more than their federal 

and provincial counterparts, The dominance of property 
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concerns in Canadian local government coald also mean that the 

arts policies of municipalities are particularly linked wit11 

such concerns as affordability of housing, gentrification of 

working class arrd artist's neighbourhoods, the relationship 

between public art and corporate developments, and perh~tps 

even practices which threaten the private ownership of urban 

property such as graffiti and postering. 

A common characteristic of municipal governments in 

Canada is their limited tax base which is determined by the 

tax sources which provincial governments allocate to them 

(primarily property taxes) . However, the local revenue which 

cities generate by administering fees, permits, fines, user 

charges and developer charges are assuming an increasing 

proportion of the municipal budget. Canadian municipalities 

have also gradually become more dependent on transfer payments 

from senior levels of government, a factor which has hindered 

the autonomy of their decision-making. Unlike senior levels 

of government, municipalities are generally restricted to 

expenditures which are no greater than their total income in 

a given year- 

Sancton sees the rise of the provincial state as a force 

"which has emerged at the expense of federal and local 

governments ... (and hasf helped lead to the breakdown of what 
was once an important country-wide 'municipal network'"' 

(1983: p, 3 1 2 ) -  Sancton also points out that the mass media 

which has helped bind people living in geographically 



distanced areas in Canada, has not effectively exposed 

Canadians to common news in the area of local politics: 

While many of us might watch the same national news-cast 
dealing with major federal and provincial issues, the 
audience splinters when we turn to the tlocalt news. In 
most such local newscasts there is little effort to link 
local issues of the day in one community to similar 
problems in other places. There is little serious 
analysis of local politics at all (1983: p. 311). 

Because provinces were given responsibility for 

municipalities under the British North America Act, Canadian 

municipalities vary in jurisdiction, depending on their 

province or territory, However, since many cities existed 

prior to con•’ ederation, some general uniformities in 

governmental structure developed. Municipalities in British 

Columbia are governed by the Provincial Municipal Act, with 

the exception of Vancouver which has its own charter. A 

municipality's ability to inplement policy is limited by its 

governing act or charter. For example, many municipalities, 

including Vancouver, have been given the authority to allocate 

grants non-prof i t societies, but not individuals. 

Therefore, in order to implement a policy of offering grants 

to individual artists, the city would have to successfully 

appeal to the provincial government to amend its charter. 

By the tu rn  of the century, Canadians were experimenting 

with ref ormist ideas concerning city planning and local 

government structure which were sweeping Britain, the United 

States and the rest of the industrialized world, as a reaction 

to the haphazard urban growth which had privileged expansion 
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and industry over aesthetics and quality of life. ~ o r t h  

America, however, did not experience the kind of "municipal 

socialism" which occurred in Europe prior to World War I and 

led many municipalities in France and other European count:ritas 

to expand their social services (McQuillen, 1973). In North 

America, increased industrialization, inmigration and the 

appearance of urban slums prompted people to adopt planning 

ideas known as the "city beautiful, " "the city healthy, " "the 

garden city, " and "the city efficient. " These notions 

provided an opportunity for culturalists to become more 

involved in local government on advisory committees such as 

town planning commissions and, much later in the century, as 

actual city staff members. The important role that women 

played in early urban reform efforts in Canadian cities - 

often through their involvement in charitable organizations - 

is only recently being recognized (Wolfe & Strachan, 1 9 8 8 ) .  

Reform ideas about civic administration were a reaction 

to corruption which had become entrenched in North Arnerican 

cities, but which apparently was more pronounced in the united 

States. Businessmen, who were at the forefront of tfiis 

particular area of reform, combined sentiments about growth 

and prosperity with a view that politics should somehow be 

removed from local government. An ideology of local 

government as business operation emerged, which has influenced 

the way municipal governments have developed and continue to 

operate, The powerful city manager system, similar to the 



corporate model, was one American reform which was adopted by 

many Canadian municipalities. Vancouver's charter defines the 

mayor as "the chief executive officer of the city" (British 

Columbia, 1964: p. 501, which suggests that the city council 

plays the role of a board of directors, while the taxpayers 

could be considered as shareholders in "the corporate city." 

Organizations which use the resources offered by social and 

cultural planning staff at the city are sometimes referred to 

as "clients." This corporate paradigm does not set the stage 

for an atmosphere of citizen involvement in municipal 

planning. 

One of the early reforms which continues to be 

controversial in Vancouver was a shift from elections by ward 

to at-large elections. This change served to limit the 

influence of voters of particular ethnic or working class 

neighbourhoods, Tindal and Tindal describe the legacy that 

the reform movement has left in municipalities: 

The net result of the reforms was a more complex, less 
accountable government, more responsibility to economy 
and efficiency than to the voters. . .The legacy of the 
reform era is evident in the continued existence of many 
of the structural reforms of the early 1900s and in the 
continued denial of the relevance of politics at the 
local level (1990: p. 57-58). 

The corporate model of local government would eventually 

come under attack during the municipal reform movements of the 

late 1960s and early 1970s. Rapid urban growth caused people 

to worry about preserving the "livabilityw of their cities and 

led to neighbourhoods organizing to protect their interests. 



Local governments were forced to limit urban development and 

to a1 low for some degree of citizen participation in planning. 

Barton Reid describes the influence on city government of the 

new generation of professional middle class peop1.e: 

The new politics centred around the concept of the 
livable city. This was a new form of urbanity which 
fused the interests of the new middle class4 with 
vanguard elements of the planning profession, a fusion 
which helped produce a powerful coalition between the 
planning bureaucracy and the urban middle class. When 
the new middle class took up this vision of the city as 
their own, planners became the gatekeepers of this 
vision. In numerous cities they rose to challenge 
corporate capital's control over the real estate market 
of the inner city (1991: p. 13). 



Notes: 

The modern pleasure garden takes the form of amusement 
parks and German beer gardens, for example, 

The provinces of Alberta and Saskatchewan are exceptions 
in that they began to develop organized funding in the arts in 
the 1940s (Ostry, 1978: p. 135) . 

According to Gerecke, the federal Ministry of State for Urban 
Affairs (1972-1976) generated some promising research on 
municipal issues (1991: p. 3 ) .  

It may be useful to consider the relevance of Reid's concept 
of "the new middle classM to arts and urban issues. According 
to Reid, the singles, arts/bohemian and gay sub-cultures which 
gravitate towards living in the inner city, signify a 
rejection of suburban family values and an attempt to 
"reconstitute the notion of community along different lines" 
(1991: p. 19). Despite the progressive politics of the new 
middle class, Reid notes that the demand for urban amenities 
as well as the growth of the boutique/cafe culture has 
contributed to the gentrification of the inner city and 
displacement of the poor (ibid: p. 13) . See also Deutsche 
and Ryan, "The Fine Art of Gentrification" (1987: p.151-171) . 



1. Civic Politics and Economic Interests: 

It is impossible to discuss communication or culture in 
our society without in the end coming to discussing 
power. 

Raymond Williams (1989: p. 19) 

Before looking at the growth of the arts in Vancouver and 

city government involvement, it may be useful to consider the 

context of political and economic forces in the city. Sancton 

has characterized Vancouver's political hist~ry as an example 

of "the aggressive pro-business boosterism found in western 

(Canadian) cities* (1983: p. 294)  . Donald Gutstein, who has 

done extensive research on real estate interests and the local 

government of Vancouver, states that the city cormcil ' s  

unofficial mandate over the years has been to serve the 

interests of real estate developers: 

... Vancouver has always been in the grip of 
promoters and speculators. Its history has been a 
succession of real estate booms and busts. The 
majority of its local politicians have always been 
associated with the real estate industry in some 
form or other 11975: p. 8 )  

Since Vancouver was originally a Canadian Pacific Railway 

company tom, the city "fathersu usually included an official 

or unofficial representative of the CPR, t~hile the CPR has, in 

turn, been continually undertaxed by city council bibid: p. 

2 5 ) -  Gutstein nates that *within a few years of the  



city's birth, a patEern of growth was established that was to 

prevail to the present - the working class on the east side, 

the middle class on the west side" (1983: p. 1 9 3 ) -  He 

describes how the so-called non-partisan tradition in 

municipal politics, and the at-large elections which replaced 

the ward system i~ f 9 3 6 ,  have both tended to discourage the 

political invoivemcnt of citizens and their understanding of 

the system ( ib id :  p. 197). 

Since its formation in 1937, the Non-Partisan Association 

(NPA) has most often been the civic political party in power. 

Tkte NPA was fumed lq a group of affluent Liberal and 

Conservative politicians and businessmen to prevent the Co- 

operative Commonwealth Federation (CCF) from gaining power. 

According to Gutstein: 

Many NPA executives were themselves developers, 
property insurance or real estate agents, 
developer's lawyers or directors of large 
corporations, Many were members of the Vancouver 
Club, h o s e  self-appointed task was to run the 
city." SPA members dominated the boards of 
governors of the universities, the civic boards, 
and the cultural institutions. In short, the NPA 
and its supporters ran Vancouver (1975: p .  140- 
1411, 

The 1967 protest over the proposed Strathcona freeway was one 

of the most important public protests in the city's history 

and it brought ahorat the fornmtion of new political parties t,o 

challenge the MPA's "vision of the city" (Gutstein, 1983: p. 

In 1972, the SPA was defeated by The Electors' Action 

It.fovement [TEihB4), a party generally regarded as more moderate 
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than the NPA, but which also had close ties with the local 

corporate establisbent. This change of government coincided 

with a greater concern in society for quality life and social 

planning issues. Reid suggests that the ability of middle 

class professionals to gain control of city hall in Vancouver 

in the 1970s through the election of a reform-minded council 

caused a transfornation in the planning bureaucracy to occur. 

Even when the NPA was returned to power in 1976, Reid argues 

that the planning staff were able "to conserve and maintain 

the ideology of the Livable City in spite of attacks on this 

vision of the city by pro-development interests" (1991: p. 

221 

The New Democratic Party entered civic politics in 

Vancouver in 1970, but has not done very well at the municipal 

level. The more successful Committee of Progressive Electors 

(founded in 1368) has been supported by the working class, 

unions, the Communist Party and left-wing professisnals. 

COPE'S platform includes a commitment to affordable housing, 

protection for tenants, neighbourhood planning, the 

establishment of a ward system, and the refusal of cortcessiorrs 

for developers [Smith, 1985: p, 189). I n  1980, a unity slate 

of COPE and the Civic Independents gained the majority of 

seats 5n council wi+h Michael Iiarcourt as mayow, although by 

15186 the NPA had regained its stronghold on the counilill. 

Shifts in the econasmic base of the city have been felt in 

the arts as well as in other sectors, hecording to Vancouver 
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Art Gallery Director Willard Holmes, an evolution occurred in 

Vanco-lver's corporate culture during the 1970s which had a 

tangible impact on the arts (lecture, January 15, 1992). An 

influx of international capital and immigrants from elsewhere 

in North America and European countries brought business 

people to the city who were accustomed to corporate patronage 

for high culture. As their outlook began to dominate the 

boards of trustees of various arts organizations, Holmes 

noticed that the arts in Vancouver grew more conservative . At 
the Vancouver Art Gallery, this influence contributed to the 

gallery being moved to an imposing, neo-classical building as 

well as the hiring of a more conservative director of the 

gallery. The new gallery lacks a performing space, which 

Holmes interprets as a reaction to the proliferation of 

experimental performance art at the previous facility. 

Since the 1980s, the city has attracted more immigration 

and investment from East-Asian countries, particularly Hong 

Kong. Some of these recent immigrants have become corporate 

patrons for the arts and have supported the arts and culture 

of Chinese-Canadians in particular. While the impact of Asian 

investment on Canadian real estate has been studied (Gutstein, 

1990 1 , there has been little analysis of its in•’ luence on arts 

and cultural institutions. 
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2. Structure of Vancouver Municipal Goverrment: 

There are three publicly elected local government bodies 

in Vancouver : the Vancouver City Council, The Vancouver Board 

of Parks and Recreation and the Vancouver School Board. In 

addition, there is the metropolitan level of government, the 

Greater Vancouver Regional District (GVRD) . This thesis 

focuses on the body which has historically been most directly 

concerned with arts policy in Vancouver - the city council and 

its staff in the Department of Social Planning. 

Although the Park Board and the GVRD have been fairly 

oblivious to arts policy issues in the past, they have 

recently begun to develop policies in the area and to work 

more closely with the relevant individuals and committees at 

Vancouver city hall. The School Board, on the other hand, has 

a long-standing tradition of involvement in arts education, 

but, in 1992 is cutting back on the administration of those 

programs because of financial constraints. 

Although this thesis focuses primarily on cultural policy 

which has developed under the jurisdiction of Vancouver's city 

council, the function of other arts policy-making structures 

at the local level of government should also be taken into 

consideration. A11 of these bodies interact or overlap in 

jurisdiction to some degree with the city council's mandate, 

so a coordination of services and resources is essential for 

effective public policy development and enactment. The 

structure of each body of municipal government in terms of its 
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jurisdiction in the arts will be outlined. 

(i) Vancouver City Council and Civic Bureaucracy: 

Vancouver's city council has the authority to allocate 

grants to arts organizations under the following provisions of 

the Vancouver Charter: 

The Council may, by resolution passed by not less than 
two-thirds of all its members, provide for the making of 
money grants to 

(a) any charitable institution; 
. . , (e) any society or association promoting the production 
of music, whether by bands, orchestras, or otherwise; 
- ,  . (j)any organization deemed by the Council to be 
contributing to the culture, beautification, health or 
welfare of the city (British Columbia, 1964: c .  55, s. 
206: p .  4 8 ) .  

This provision of the charter has been used to expand the 

numbers of non-profxt arts organizations receiving funds 

considerably over the years (see Appendix 2 ) .  The total 

amount of moEey spent on cultural grants has aiso multiplied 

from around $1 million in the early 1970s to over $5 million 

by the early 1990s [see Appendix 3). However, the cultural 

grant allocations have remained at approximately 1.3% of the 

city's total expenditures since the mid-1980s (see ~ppendix 

4 1 .  Appendix 5 shows the break-down of civic cultural grants 

for 1992 by art form, inclieating that the literary arts are 

given very little funding by the city ($10,000!, compared to 

the hundreds of thousands of dollars allocated to music, 

festivals, theatre and the visual arts.  his discrepancy 

arises because the city's policies do not allow for the 

funding of book publishing or grants to individual artists, 



Iicxever, the city gcvermeizt 5 ~ e s  pay for  the operation of t h e  

public library sysrem, 

The Social Planning Department's cultural p l a n n i n g  s t a f t  

have been responsibie for making reconmndat ions to city 

councii on cultural grants as well as developing otllcr 

policies and programs in che arts . The department s m r ~ n d c ~  t c-! 

has been defined as follows: 

The Social P1-.:rtning Departmeat advises Council o n  
policies and action plans for the social and culturdl 
developmeat of the city; gives advice and recommends to 
Council financial support to organizations which foster 
and/or provide quality cultural activity and cummunit y 
services; and, works to ensure equality of opportunity 
and outcome for all residents in the social, economic drid 
cultural l i f e  cf Vancouver (Social Planning Department , 
June 1398:  p. 31. 

Recommendations of a 1 9 8 9  task force review of the Srscidi 

Planning Departmene led to a slightly higher profile for the 

to "The Office of Cultural A f f a i r s . "  The division w a s  a l s o  

moved to a more publicly accessible office in an upscale 

shopping mall near city hail. However, cultural p l a n n i n g  

remained under the jurisdic~ion of the Social ~ l d n n i  ncj 

later in the thesis. 

under the jurisdiction cf a separate < q z t r t r r e r : t ,  Tkt e 



m a n a g e  G the theatrcs azd their status as a separate 

department has been a point of controversy among arts 

organizatians, a" m e  Vancouver Cultural All_iance has argued 

. . . can or rkp.m?d be a tool for cultural policy in 
Vancouver ar,d that its nandate should clearly reflect 
Ghis position..+the separation of the City's cultural 
facilities from its cultural planning professionals will 
have a negative long term impact on the development of 
the arts in Vancouver (May 11, 1990: p .  I f  . 

Despite such protests, the Civic Theatres are run as a 

business with a mandate to sene a wider audience than that of 

the non-prof it a organizations2 (interview with Rae 

Aekerman, July 28, Pg921. 

Vancouver City Council has also appointed citizen 

committees on the arts to advise it on arts policy issues, but 

Ehe snly one currently in existence is the Public Art 

Committee (which is dhserrssed in more detail in Chapter 5). 

There is also a short-term task force called the Arts 

Initiative which was created in 1492 to conduct an inquiry 

into the arts in Vancouver. The jurisdiction of other civic 

departments such as Housing and Properties, Engirieering, 

PermFts and Licenses, Finance, Law and Economic Development 

are at times also of relevance in arts policy matters, An 

isrterdepartatental staff committee called "FEST" has been in 

existe~lce since 1973 to coordinate some of these different 

functions as they relate to the administration of city 

fesl ivafs.  Liaison and negotiation between these various 
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deparkments in the  civic bureaucracy also occurs through other 

cami'ltee meecings as well as interdepartmental 

comunications, The informal level of the policy process is 

quite difficult t o  research because it is generally not open 

to public scrutisy, 

The Hastings Institute is a corporation wholly owned by 

the city which offers race-relations and employment equity 

training programs in which arts organizations in the tit-y are 

encouraged to enroll. 'While the council's citizen advisory 

committee an Race-Relations has not focused on the a r t s  in 

particular, it pzowides a resource function in this area. 

Other advisory committees and boards which have cultural or 

aesthetic relevance to the city but lie beyond the scope of 

this thesis include the Heritage Advisory Committee, the 

Heritage ~oundation, the Urban Landscape Task Force, the Urban 

Design Panel and the Library Board, An organizational chart 

which shows the hierarchical relationship between these 

different municipal bodies is provided in Appendix 6. 

fii) The Vancouver Board of Parks and Recreation: 

Vancouver is the only municipality in Canada with a 

separakely elected Board af Parks and Recreation. The 

mandate of Vaxcouver's Fark Board, as ouiclined in the 

Vancouver Charter, is quite narrowly defined and primarily 

concerns main tak ing  parks and buildings on park land. 

However, there is a provision in the charter which states that 
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"The Board shall have power to provide for . . .  entertainment 

through musical, theatrical, and other activities in the 

parks, and making a charge for admission thereto" (British 

Columbia, 1964, c. 55, s. 489: p. 136). 

As Alan Slater Duncan has pointed out, arts policy in 

Vancouver is complicated by the split in municipal cultural 

programming between the City Council's Social Planning 

Department and the Board of Parks and Recreation, the former 

being concerned with "high artu (mostly professional arts 

organizations) and the latter overseeing the "lower" (often 

amateur) art associated with city parks and community centres 

(1990: p .  273). The city cultural grants criteria states 

that "Cultural grants are not intended ... for community centre 
programs" (Office of Cultural Affairs, Spring 1992). By 

contrast, in municipalities such as Burnaby, arts and cultural 

policies have developed as an outgrowth of the parks and 

recreation mandate. There is also a long-standing power 

struggle between the Vancouver City Council and the Park 

Board, which has included some rivalry with the city's Social 

Planning Department over the arts and cultural jurisdiction 

tinterview with Ernie Fladell, July 8, 1992) . Cooperation and 

effective consuliation on arts policy issues between the two 

are just starting to occur in the 1990s, according to Parks 

Board staff member Susan Gordon (interview, July 13, 1992). 

The city cultural planner responsible for festivals acts as a 

liaison person between the Park Board and festivals which use 
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park land and facilities, 

In order to streamline bureaucracy and consolidate city 

cultural development, Duncan recommends that the Board of 

Parks and Recreation be disbanded, and that its various 

functions be distributed amongst civic departments, with the 

Office of Cultural Affairs acquiring the cultural programs of 

community centres (1990: p. 3 1 3 ) .  Although Duncan does not 

address the political ramifications of dissolving a long- 

standing publicly elected board, the strategy of fully using 

the potential of community centres for neighbourhood cultural 

development is an important point which some cities are only 

recently starting to explore. If city governments are serious 

about their commitment to broadening access to the arts, it 

would seem that they cannot overlook the potential use of 

facilities which already exist in people's neighbourhoods. 

The Seattle Arts Commission is using this strategy as part of 

its multicultural outreach plan. Vancouver's 22 cornmunit-y 

centres, which are run by community associations with a high 

degree of autonomy, have long been fitness and recreation 

centres which also happen to provide some classes in the arts 

and crafts, The Board of Parks and Recreation has only 

recently taken an interest in developing its own arts policies 

and enhancing arts programming in community centres, which is 

partly a result of the personal interest arid initiative of 

some current Park Board Commissioners. In 1986, the Board 

formed an arts committee, composed of staff from community 
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centres, and has since formed a Cultural Task Force. 

The Parks Board's consultation process for its arts 

policy began at the time this thesis was being completed, but 

appears to be following a process which in some ways resembles 

a smaller-scale version of the city of Vancouver's current 

Arts Initiative Task Force: distributing questionnaires which 

include some background information on the issues, and holding 

a series of "focus groups" discussions. However, there are 

some key differences which shccld be pointed out. First, the 

Park Board is relying on its staff to conduct the consultation 

process, whereas Vancouver city council has only marginally 

included its cultural planning staff in its task force. 

Secondly, the mayor's task force has started out by taking a 

"client-centred" approach in its consultation, meeting with 

representatives of the arts who are either funded by the city 

or would possibly be funded if changes in policy occurred. 

The Park Board, on the other hand, is holding focus groups 

which include not only professional artists and arts 

administrators but also community centre staff. The focus 

group which I attended as an observer3 involved a discussion 

on the gulf between the amateur and the professional arts and 

potential strategies to include professional artists in 

community centre programs. Already, nine "artists in 

residence" from various disciplines have been hired by 

community centres to animate their neighbourhoods. This 

initiative is seen as an important one, since many artists are 
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not interested in being instructors at community centres, but 

are interested in working in other ways with the general 

public (interview with Susax Gordon, July 13, 1992). 

The Park Board may have the potential to initiate the 

most important cultural development work to occur in the city 

in the 1990s, partly because it is at a pioneering stage, and 

also because it has the ability to bring the arts into almost 

every area of the city to people who might not otherwise be 

participating in the arts. It is unfortunate that this work 

was not initiated during better economic times in the 1970s 

when more funding would have been available. In the current 

economic climate, there is little funding to build cultural 

facilities and to pay for new programs. However, the 

community centres generate an increasing proportion of their 

own budget through charging public fees for their programs. 

A shift towards hiring community centre staff who have a 

background in the arts as well as recreation, and the 

implementation of an overall policy directing the centres to 

allocate more of their resources to the arts could have a 

tangible impact in terms of infiltrating the arts into the 

physical recreation mandate of most community centres. In 

1995, the Roundhouse on the former Expo site will open as a 

cultural community centre with space dedicated to the arts 

(e.g,, gallery space) as well as recreation. 
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(fii) Vancouver School Board: 

Education policy is largely under the jurisdiction of 

provincial governments in Canada, although the trustees of the 

local school districts do have some control over curriculum 

and special programs. According to Crawford Kilian, under the 

long reign of the Social Credit Government, British Colanbia 

became more concerned with training workers for a job market 

based on the dwindling resource-extraction economy, rat: pr 

than producing critical thinkers and innovators for the 

growing information economy (1992: p .  141-142). Kilian has 

also pointed out that, in the past, B,C.'s education system 

has "actively discouraged arts education," with few students 

opting for arts courses in senior grades fibid: p. 142). 

Exposure to the arts at a young age has long been 

recognized as a crucial part of establishing an adult 

audience. Surveys indicate a strong correlation between 

recollection of attending arts performances at a young age and 

attendance as an adult (e-g., Decima Research, 1992: p. 114). 

A change in provincial policy would be necessary to make 

arts education a high priority in the school curriculum. The 

district school board can also play a significant role by 

providing for schoal performances and special programs by 

artists and arts organizations in the area. The B.C. Cultural 

Services Branch and the Vancouver ~oundation-a private 

foundation) have offered some assistance to the school 

districts in funding these programs, 



The Vancouver School Board has a history of involvement 

in arts education reaching back to Vancouver's early years 

before the turn of the century. The school board appcinted a 

district supervisor in music shortly after its formation, and 

later added a supervisor of drawing. Over time, the music 

position became a performing arts position and the drawing 

position was expanded to cover the visual arts in general. 

These positions continued to exist throughout the century 

until June of 1992, when they were discontinued. As mentioned 

previously, the School Board supported arts lobbyists in 1925 

by providing financial. and administrative assistance for the 

foundation of the Vancouver School of Decorative and Applied 

Arts in the School Board's off ices (Richardson, 1987 : p. 11) . 

The social and culEural elite which controlled the city's 

arts institutions had a strong influence in education in the 

city until the Second World War, As with other levels and 

ams af the government, officially sanctioned racism became 

part of school x>oard policies in the early part of the 

century. For example, in the 1909 annual report of the board, 

its c h a i m n  reports: 

The separakion of Orientals f run the white children, 
which coAmenced two years ago, has been continued, and I 
am glad t;o say all friction has ceased. The separation 
,A,, ,,,a- S ,,.1 ,,'P,, ,,,'P' A, r r r v r  c paP- Lls . -uLar  ~y appAitta to the segregatios GE those 
desiring to enter the junior classes, and who are older 
Chan che average pupil of that efass. 

O a r  schesls are now in first-class condition, and 
wi41 comare favourably with those of ary  other province 
in Canada. &$sad of School Trustees, 1909: p. S i .  

In 1948, the feiieraf act excluding Chinese f rorri imigrztCion 
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was repealed, which aifowed people to send for their families 

in China. The s m e  year, the Provincial Election Act in B.C. 

was amended to allow all Chinese-Canadians to vote and become 

citizens. Such reforms in the second half of the century 

co~tributed to a lessening of overt racism in the school 

system, and federal multicu~tural policies and programs since 

the 1970s have also had an impact on the school curriculum. 

Arts education was a fairly minor part of the Vancouver 

School Board's work until the mid-1970sl when significant 

growth occurred as part of an general increase in arts 

activity in Vancouver. Although the Vancouver Symphony 

Orchestra had been performing in schools for some time, more 

extensive performing arts programs in schools began in 1975. 

By the early 1990s, shortage of funds in education has led to 

the discontinuation of the district principle positions 

responsible for the performing and visual arts. Although 

other administrators will attempt to carry on some of the work 

which the specialist principles in the arts established, their 

absence will probably adversely affect the function which 

those staff members provided as liaison persons with arts 

organizations, schoals, universities, as well individuals and 

committees responsible for city cultural planning. 

According to Dennis Tupman, who was the District 

Principal of the Perfoming Arts with the School Board during 

the growth period in arts education from 1971 to 1992, the 

School Board has met with some success in its First Nations 
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cultural programmifig fe.g-, spirituality workshops), which it 

has found less complicated to integrate into the curriculum 

than some of the various immigrant cultures. However, 

according to Tupman, these developments have hardly been 

acknowledged in the uculturalpalaces" of the city (interview, 

July 7, 19923. 

(iv) Greater Vancouver Regional District: 

The Greater Vancouver Regional District (CVRD) is a 

metropolitan le-vel of government which was eseablished by the 

provincial government in 1967.  It currently comprises 1.8 

municipalities and three electoral areas which fall within the 

boundaries of the district. The constituent municipalities 

and areas elect members of their councils to sit on the GVWD 

board to manage essential services such as water, pollution 

control and hospital planning on a regional basis. From a 

citizen's point of view, one of the greatest problems with the 

GVRD is that it is not directly elected and is thus a sornewhat 

invisible level of government. However, its mandate h a s  

steadily grown in importance over the years and its emphasis 

on the livable region concept has increased its profile along 

with the growing awaueness of environmental issues. 

In 1991, t%e GJED established an arts funding palicy and 

allclcated its first grants to two arts organizatirllns, the 

Vancouver Symphony Orckestra and the Vancouver Opera. Its 

narrow definition of what constitutes an arts organization "o f  

regional significance" (Gv12B, October 11, 1989: p.  2 )  serves 
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to allow the GVZD ';o use its own discretion in severely 

lirni+ing the amount of funds available for the arts. In 1991, 

the GVRD's arts budget amounted to $0.17 per capita, compared 

with $3.50 per capita in Metro Toronto and $3.68 per capita in 

the Urban Communities of Montreal (Vancouver Arts Initiative, 

April 1992 : p. 4) . The GVRD1s late start in cultural funding 

and the economic climate in which it is initiating this 

program will probably cause the region to lag behind other 

comparable urban regional governments for some time. This 

discrepancy has meant that the city of Vancouver has had to 

compensate by adopting a disproportionate responsibility for 

supporting arts organizations whose performances and 

exhibitions are enjoyed by people from throughout the Lower 

Mainland. For example, arts organizations performing at the 

Queen Elizabeth and Playhouse Theatres have long observed that 

many of their subscribers reside in West and North Vancouver. 

Vancouver's city government has recognized the need for 

regional funding in the arts since at least the 1960s, 

although little progress has occurred in establishing an 

equitably funded arts policy on a regional basis. 

The election of the provincial New Democratic Party in 

1991 may lead to a significant restructuring of the GVRD. At 

the time of writing, however, it is premature to speculate on 

i&at new role the G~~ may take and how this could af f ect its 

fiduciary responsibility for the arts and culture of the 

region, 



History of the Arts and City Government 
Involvement in Vancouver 

The actual history of artists and art is now 
frequently ignored, and an activity is thought to have 
begun only when bureaucratic activity and state 
intervention both focused on it. 

John Pick (1988: p. 4 9 )  

Building the Infrastructure: 1886-1950 

It is important to realize that what is known as the 

local "srts community" is not a recent phenomenon, although 

there has been significant growth in this area, particularly 

in the past twenty years. The art of the First Nations people 

existed in the region long before European colonization, 

However, that period of history is beyond the scope of this 

study, which is limited to the evolution of the drts and 

government policy i;l Vancouver since the city's incorporation 

in 1886. 

In the absence of modern mass media entertainment, early 

immigrants to the city attended and participated in a 

surprising number of creative activities. Tippett's book, 

Makinq Culture: Enqlish-Canddian Institutions and the Arts 

before the Massev Commission (1990 j , doc-mients thie great. 

variety of artistic activities, mostly amateur in nature, 

which Englisn-Canadians pursued long before the government 

developed official cultural policies and consistent funding 

for the arts. Other useful sources on the early cu1tura.I 



history of Vancouver include Alan Twigg's Vancouver and its 

Writers (19861, Letia Richardson's First Class: Four 

Graduates from the Vancocver School of Decorative and Applied 

Arts, 1929 (1987) , and a few graduate theses including ~illiam 

Wylie Thorn's The Fine Arts in Vancouver, 1886-1930 (1969) and 

Peter Guildford's The Develo~ment of Professional Theatre in 

Vancouver (1981) . However, none of these studies attempts to 

cover the cultural activities of diverse ethnic groups in the 

city. 

In 1885, Chinese settlers in Vancouver established an 

organization which was to have enduring social and cultural 

significance . ~nikially formed . . . to unify the community, 
settle internal disputes, help the sick and poor, and defend 

the community against external threats" (Yee: 1988, p .  40), 

the Chinese Benevolent ~ssociation also played an important 

role in cultural preservation and development. Early ~sian 

immigrants lacked the time for artistic pursuits since they 

had to struggle to survive in a hostile environment 

characterized by officially sanctioned racism. The city 

government appears to have supported the discriminatory 

immigration policies of the federal government. For example, 

in 1914 Mayor T.S. Baxter of Vancouver chaired an anti-South 

Asian immigration raily during the infamous Komagata Maru 

incident5 (Buchignani et al, 1985: p. 56). 

Founded in 1894, the Art, ~istorical and Scientific 

Association of Vancouver (which established the Vancouver 
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&fuseurn col.l.ection), regards itself as "Vancouver's f i  rst 

cultural associatior," iRobinson: 1 9 4 4 )  . As the first. major 

cultural association founded by European sett iers in the c ;  try, 

the history of this organization illustrates the municipal 

government's early practices in funding arts and ctilt.ure. 

Shortly after the association was formed, the city c o u n c i l  

offered it $100 a year, which its treasurer, a Miss M. Fraser,  

declined because she said the grant was not necessary, ffer 

actions were later "indignantly repudiated" by other members 

of the committee fibid: p. 1 2 1 -  This incident suggests thdt 

the role of the city as patron of culture was yet to he 

established. R century later, although public acceptance for 

government subsidy of arts and culture is far from universal, 

ii would be rare for a trustee of any c u l t u r a l  srganizat-ion to 

decline a government grant. 

Subsequently, the Arts, Historical and Scientific 

Association entered into lengthy negotiations with the city 

council over the housing of the association's rapidly growing 

collection. In 1898, an agreement was reached which 

established that: 

,,,the city retains possession of the kssocia~ion's 
collections as long as suitable accommodation is 
provided, with the kssociat ion as custcjrfiaris and 
guardians sf same libid: 1344:  p ,  1 3 1 .  5 

Although this agr~~rnenteestabiished a precedent for municipai. 

responsibility far cultural institutions in Vancower ,  later 

efforgs by cultural lobbyists were thwarted by &he apathy of 

politicians, 
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I n  2 4 2 0 ,  a g r w g  of teachers, patrons an3 artists formed 

the ErJtish Coi*mbia Art League to lobby the municipal and 

provincial goverlr~ents for funds to establish an art school 

a n i  gallery. In 1922, the League received a grant of $1,009 

from the city for t,he art school, but its request to the 

province was not even considered in the legislature 

fEichardson, I487 + - p .  3.11 . Despite inadequate finances, the 
B,C.  Art League managed to open the Vancouver School of 

Decoraeive are? Appli~d Arts (which later became the Emily Carr 

School sf Art) in a Vancouver School Board facility. 

Other major institutions dedicated to high-art which have 

endured over time, inelmling the 'JancouTrer Art Gallery and the 

Vancouver Symphony Grchestra, were established largely as a 

result of the pkrilm"Lhropy sf local ncultural capitalists, " to 

use DiMaggiors term t1986: p, 431 . The Vancouver Symphony 

was founded in 1919  by Mary Isabelfa Rogers, thf! widow of 

Benjamin Tingky Rogers, who had made his fortune with a B.C.  

sugar refinery. Despice the support of Rogers and other 

patrans, financial stxains led to the demise of the symphony 

after only t w o  seasons {Beckes, 1889, p ,  5 ) .  Rogers revived 

the symphony in 1938 and paid off its annual deficit for the 

next twenty years hTippett: 3 9 9 0 ,  p. 973,  The symphony 

society did nok receive city funding until 1945, and had to 

waik even longer t;r s e c u r e  ckre supporf of the federal and 

provincial governments, 7 

Tippett reparts that whew the city council defeated two 
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praposed kyfaws " i ~  build a-rl art gallery, Harry A. Stone, a 

lscai businessman, donated 550,000 to the B.C.  Art League for 

the establishen& of the gallery. Other contributions fro~il 

business increased the fund to over $130,000, which prompted 

the city to allccate city-owned land for the gallery in 1931 

(Tippett: 1998, p. 9 8 ) .  

In 1425, the city government established the Town 

Planning Conmission (later renamed the City Planning 

Commission) to advise the municipal government on the physicdl 

planning of the city. One of the four committees 

established by the Csmnission shortly after its formation was 

the Public Recreation and C i v i c  Art Committee, although the 

"civic art" in question was mostly of an architectural n a t u r e .  

Founded in 1932,  The Junior League of Vancouver is a 

women's charitable organization which has c o n c e r n e d  w i t h  

social welfare issues as well as arts and culture. In 1944, 

the Junior League c~t~missioned Virginia Lee C ~ m e r ,  a 

consultank on i 3 ~ ~ ~ u n i . t ~  arts for the Association of Junior 

Leagues of America, ts prepare a preliminary plan for a survey 

on arts and cultural resources in the city. The survey was 

directed and campiled Beeween 1945 and 1945 by L.E.  ~ o x r i e  of 

c'ne council of the B ~ e r i c a r ~  "mCA, who was already directing a 

survey on "Group rP$ork and Fccseation" for  the Weifare Gomci.1 

of Greater Vancower, 

The 260 page repark, entitled The A r t s  i n  O u r  Town !The 

Junior League of Vanc~wer ,  n,d. 1 i n  some ways reflects a 
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broader understanding of arts and culture than one might 

expect, In a similar ut-dertaking today. Apart from arts 

institutions, associations and clubs, organizations as diverse 

as churches, labour unions, neighbourhood houses and schools 

were surveyed in this compilation of cultural resources. The 

report also included such demographic information as census 

statistics indicating the birthplace and racial origin of city 

residents.' Bu+ despite the broad scope of the study, Lhere 

is no mention uf the Chinese Benevolent Association, or for 

that matter any other association of ethnic minczity groups 

which existed at the tlme. 

Scott Watson points to the report's emphasis on juvenile 

delinquency and "problem areas" of the city, suggesting that 

"The juxtaposition of these two surveys, one of arts groups, 

the other of delinquency, was surely meant to imply an inverse 

correlation between the two" (1983: p. 77). 

The Junior League report contained 14 recommendations 

which included a call for improvements in arts education, the 

canstruction of large and medium sized public theatres as well 

as a larger museum, and encouraging community centres to add 

arts to their recreation and athletic programs. Several of 

the recommendations are still outstanding almost a half a 

century later, but one suggestion which was soon acted upon 

was the establishent of a community arts council to 

coordinate arts activities in the city. 

According to Prank Appelbe: 



The survey made an immediate and widespread impression in 
arts and political circles in the city. Mayor Jack 
Cornett attended a crowded public meeting on May 31, 1946 
in the Hotel Vancouver to be presented with a copy. At 
the conclusion of the meeting, the mayor appointed a 
committee to draw up a constitution and bylaws for an 
arts council. The mayor established the arts council in 
October 1946 (n-d.: Introduction, p. 2 ) .  

The Vancouver Community Arts Council, a non-governmental. 

organization, was the first community arts council to be 

established in Canada and one of the first in North America. 

It has played an important role in initiating cultural 

programs and lobbying governments at all levels for arts 

support. Since the development of cultural planning by city 

staff during the 1970s, the city government no longer relies 

on the Community Arts Council for research and information. 

Because the arts council's mandate concerns a combination of 

amateur and professional art, organizations dedicated solely 

to the professional, such as the Vancouver Cultural Alliance, 

have since come to overshadow the political influence of the 

Arts Council somewhat. In many smaller municipalities in 

British Columbia, community arts councils continue to play a 

central role in local arts development and policy. 

According the City Planning Commission: 

... the hegemony of purely British cultural expression 
broke down after World War I1 as a wave of northern and 
southern Europeans iw.igrated to Vancouver and as 
Canadians themselves travel1 ed more abroad ( 1 9 8 9  : p .  6 1 . 

Vancouver in the 1940s and 1950s may have been a kind of 

golden age for wealthy arts patrons in the European tradition 

to make their influence felt in the city. Some of the better 



k n v m  of these families are the Koerners and the Clynes. 

(ii) The Need for Municipal Arts Policy: 1951-1970 

At mid-century, the Massey Commission reported that 

Vancouver was steadily losing its best musicians to Montreal 

and Toronto where there were greater professional 

opportunities (Canada, 1951: p. 190). Then, as now, the 

centre-hinterland dich~tomy was also a factor in the migration 

of musicians and theatrical artists to the United States. The 

Royal Commission noted: 

We have been repeatedly told that this exodus would 
reach catastrophic proportions were it not for the CBC 
which, it is apparent, is doing whatever is possible 
within its limited resources for Canadian music and for 
the Canadian musician [ibid). 

The establishment of the Canada Council helped to 

alleviate this problem somewhat, but despite the growth in the 

city's arts following the influx of federal funding, 

Vancouver's city council, dominated by the Non-Partisan 

Association, continued its tradition of a laissez-faire 

attitude towards the arts, focusing instead on commercial and 

industrial growth in the city. Even the Vancouver Art 

Gallery, the most obvious candidate for civic support, did not 

receive regular funding from the city until 1963. For over 

thirty years, the city provided financial support "on a 

sporadic basis in response to intermittent requests from the 

Galleryu (City Manager's R e ~ o r t ,  Dec. 1, 1977). 
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In 1964, however, the municipal government began to show 

some interest in cultural policy when it asked the Co~~ununity 

Arts Council to undertake a review of civic grants to cultural 

organizations during the preceding five-year period and to 

make recommendations regarding the allocation of future 

grants. At the time, no social or cultural planners were 

employed by the municipal government to undertake such a 

study . 
The Community Arts Council report shows that the only 

arts organizations which received civic grants between 1959 

and 1363 were the Vancouver Symphony, the Vancouver Art 

Gallery, the International Festival (which existed between 

1958 and 13671, the Kiwanis B.C. Music Competition, the 

Canadian Folk Society (not to be confused with the later 

Vancouver International Folk Festival ) and the Metropolitan 

Co-operative Theatre. This list includes only a small number 

of the arts organizations in the city at the time, which 

indicates that civic support for the arts was meagre and that 

there was no funding for the arts of diverse ethnic groups. 

Given continuing racism and the rwnoured pro-Communist 

leanings of the cultural associations formed by Chinese- 

Canadians in Vancouver in the 1350s - Hai Fung, a literary, 

sports and arts club and the Chinese Youth League, which 

staged shows of amateur drama, dance and choir - it is 

doubtful that these groups w o u l d  have applied for or received 

municipal grants. There were also arts groups working in t h e  
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European cfassical tradition which received no funding from 

t_he city, including the Bach Choir, the Ballet Society and the 

YJancouver Opera (the Vancou~er Playhouse was then in its 

infancy) . Since its inception in 1959, the Opera had been 

financially and critically successful, although dependent on 

the Canada Council for support. That the city did not 

previously fund the Opera shows a certain confusion among 

levels of government, since the Canada Council expected the 

local government to provide it with some support. The Art 

Council's report notes that some organizations were unable to 

plan their activities far in advance because of inadequate 

finances : "The uncertainty of civic grants is a serious 

handicap to major organizations such as the (International ) 

Festival and Art Galleryff (1964: p. 2). 

The report also pointed out that the process of awarding 

grants had become increasingly complicated: "...more and more 

the decision must be based on professional quality which 

requires specialized knowledge" fibidf. This lack of 

expertise may have contributed to the city's emphasis on 

supporting organizations which were traditional or 

cc~nservative by nature, rather than fulluwing the Canada 

Council's lead in fostering innovation. The central 

recamendation of the Arts Council's report was that the city 

catlncil appoint a: Culturaf Advisory Co-dttee composed of 

eikizens who were knowledgable about the needs of the 

"cr r l tu rak  comwity,* The cornittee would not only award 



grants but, also advise the Council on the "total cultural 

betterment of the co1.winity." 

In its research, the Arts Council uncovered statistics 

which showed that grants far cultural activities had been 

decreasing since 2953,  while the municipal budget had 

increased with the growth in population and the education 

budget had increased sharply. 

Historian Norbert MacDonald points out that i n  the 

decades following World War 11, public apathy had 5 l l . o w e d  

civic bureaucracy t~ grow steadily in Vancouver: 

Theoretically, Vancouver's city council established 
policy and varioas civic officials carried it out, but 
during the 1950s and 1 9 6 0 ~ ~  the council largely rubber- 
stamped the programs sent to them by city staff (1987 : p;. 
169) . 

Before the defeat of the &Jon-Partisan A s s o c i a t i o n  by The 

Electors' Action f4evement CTEkf.ff in 1972, grants to arts 

organizations were apparently handled quite poorly. In an 

interview with The Province  in 2974,  Jonathan Eaker ,  then a 

social planner for the city, described the former process: 

In MPA days there wasni t any formulated cultural policy. 
Each applicant had his session with the finance committee 
and that's how decisions Mere made. $hat was done was 
granting entirely by precedent, which meant thatthe 
large groups got grants b 2 t  the new, smaller groups were 
frozen a u k  [Allen, M a y  15, 1374: p.551. 

fweing for arts and culture by establishing ths Centennial 

Cultural Wssistzmce Fund w i ~ h  an initial endwment, rsf $5 



million dollars, the annual interest of which would be used to 

"stimulate the cultural development of the people of the 

Province" (British Columbia, 1967, Chapter 7 : p. 2 3 ) .  

Shortly thereafter, an advisory committee to administer the 

fund was established which implemented a policy requiring 

municipalities to form incorporated community arts councils in 

order to receive their share of cultural funding for the 

amateur arts. Tnis government initiative explains the 

proLiferation of community arts councils in British Columbia, 

compared with the rest of the country. 

(iii) Cultural Planning in the 1970s: "Community 
Developmentm 

In 1968, Vancouver City Council established a Department 

of Social Planning and Community Development, bringing social 

welfare concerns to the city planning bureaucracy. Social 

planning was introduced to the civic government partly because 

"changing public attitudes were accompanied by much greater 

concern about the sccial consequences of government decisions 

and policies" (Social Planning Department, 1977 : p. i) . 

Donald Gutstein explains how community development was later 

dropped from the department's mandate (and name) : 

.-.the Department of Social Planning.,.was to work with 
eourxil s of focal residents and community workers in the 
city's twenty-two neigkrbourhoods to establish social 
development programs. Many of these local area counciis 
were see up, but in some cases worked too well, becoming 
foci for corn-mity opposition to the plans that the city 
and the developers were making for some areas. Social 
workers and planners attached to the local councils 



provided crucial assistance in helping citizen groups to 
organize, This ran counter t~ the bureaucratic vision 
that the focal councils should deal with technical 
problems and not become political. Several years later 
council abandoned the local area approach and dismantled 
the city's community development unit . . .  (1983: p. 204). 

Although the initial terms of reference for the 

department make no mention of arts or culture (cited in Social 

Planning Department, 1977: p, i), by the early 1 9 7 0 s ,  the 

Social Planning staff , partly through personal interest and 

effort, had become significantly involved in arts development. 

Among the objecCives of the department ' s Cultural Programs 

Planning were: 

To stimulate the City's economy through increased toui-ism 
and general patronage of local business, 

To provide more cultural opportunities for ali residents, 
participants, persons on fixed incomes, families on 
social assistance and children (ibid: p .  1 2 ) .  

These goals indicate that the city had a mandate of serving 

both its local residents as well as business interests and 

tourists through its arts policies and programs. There is no 

indication of any potential con•’ lict which might exist between 

these goals. 

Jonathan Baker, the first social planner to become 

involved in the arts, recalls setting up concerts with as 

little as one month's preparation and little bureaucratic 

involvement during a time when the buzz -word was " colrmuni ty 

development * f intervie&, January 16, 1990) . One of 

Baker ' s first efforts in cultural planning program 
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provide work for local unemployed artists. Using federal 

Local Initiatives Program (LIP) funding, social planners 

established the Odyssey Gallery in 1971, which became the 

Greater Vancouver Artists Gallery in 1973, and is now called 

the Contemporary Art Gallery (Conten~porary Art Gallery, 1986 : 

p. 4)  . The gallery purchased the work of local artists to 

create a 3,000-piece city-owned collection. By today's 

standards, the collection is considered of uneven quality and 

the Contemporary Art Gallery would like to deaccession many of 

the works. This project has been called the first Canadian 

"art bank, " (Social Planning Department, 1980 : p. 61, 

predating and perhaps even influencing those established by 

the Canada Council and by the first NDP administration in 

British ~olumbia.~ This innovative project allowed the city 

to put artists on the payroll, despite the charter 

restrictions preventing the allocation of grants to individual 

artists. Initially, the Artist's Gallery supported musicians 

as well, by sponsoring free public concerts in parks, schools, 

theatres and senior citizens' homes (ibid). 

A Local Initiatives Program grant was also used by the 

city to publish a magazine called the Urban Reader, which 

helped keep people in the city informed about social and 

cultural issues and civic programs. Another of the more 

innovative programs which the Social Planning staff 

implemented was the Neighbourhood Entertainment Program which 

toured perf arming arts groups through the city's community 



centres. Efforts were made to translate flyers into Chinese 

and to advertise the events on Chinese-language radio 

(interview with Frances Fitzgibbon, August 2, 1992) . The 

department also played a role in the early plans for the 

establishment of a children's arts and science centre (Social 

Planning Department, 1980 : p. 6) . 

During the 1970s' the department established a number 

festivals which were inspired by an arts festival held in 1976 

iri conjunction with the United Nations conference on human 

settlements called Habitat. According to Ernie Fladell, who 

was the city's senior social planner responsible for culture 

at the time: 

... for Vancouver perhaps the single most important result 
of the Habitat Conference was that it put the city in the 
culture business and more specifically in the festival. 
business ... It was Festival Habitat that begot the 
Vancouver Heritage Festival and that which begot the 
Vancouver Folk Music Festival and the Vancouver 
Children's Festival. The Vancouver Children's Festival 
begot Childrenf s festivals all over North America and far 
away as Edinburgh (1990: p. 8-9). 

Unexpected circumstances led Fladell to take unilateral 

control over the Festival Habitat after its board resigned. 

He recalls that the problems stemmed from the city . s  security 

fears over threats from the Palestinian Liberation 

Organization to send a delegation to the international 

conference (ibid) , The city inherited a surplus a•’ $4O,OOO 

from the festival and Fladell subsequently convinced the 

federal and provincial governments to contribute matching 

funds towards staging other festivals. While he apparently 
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relished playing the influential role of "cultural czar" for 

the city, Fladell has admitted that "It was all very strange 

for a civil servant to be in that position ..." (ibid, p. 11- 
13). 

This period was clearly one of direct cultural 

development work by city staff who played the role of arts 

entrepreneurs on the city's behalf. Their direct involvement 

in programming decisions indicates that at the time an arm's 

length relationship was seen as less relevant than cultural 

growth. But the social Planning Department has a general 

policy of relinquishing control over most government-initiated 

projects (Social Planning Department, 1980 : p. 3 , and so the 

arts organizations that it created subsequently became 

independent, non-profit societies .ll By contrast, after the 

city came to employ several cultural planners in the 1980s, 

their role generally became one of "facilitating" the 

operations of arts organizations, rather chan initiating 

particular events .I2 

Much of the city's arts program development which 

occurred in tne 1970s can be attributed to a favourable 

economy and government funds becoming available at opportune 

times. This availability of funds allowed city staff to 

initiate events which helped fill +he cultural voids which had 

existed in the city. Apart from the influence of a shift to 

a more liberal, refom-minded city council in 1972 and a 

growing awareness of quality of life issues, it also appears 
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that the personalities and approaches of the social pldnning 

staff had a noticeable impact on cultural planning. Social 

planning Departsent documents reveal that cultural pldnnirlg 

emerged as one of the three priority areas in the department 

(e-g., 1977: p, 121, which, according to Fladell, was largely 

a result of his own intensive lobbying in the department and 

with the city counci; (interview, July 8, 1992) . 

A departmental review indicates that the Social 

Department was more concerned with immediate results than long 

term planning in the 1970s (1977: p. i). Fcr instance, t.hc 

Children's Festival was created because there had been a lack 

of arts events for young audiences. Although develoyinq 

comprehensive arts policy was not a primary concern for early 

maverick social planners Jonathan Baker and Ernie Fladell, 

informal and formal policies emerged out of their ideas dnd 

practices. For instance, Fladell recalls making an effort t,o 

give as marLy new organizations as possible token grants of 

$500, s:. that they would become legitimized in the eyes of the 

senior governments * funding bodies (interview, J u l y  8 ,  1932  ) . 

The annual alfozation of money from the councii's f i n a n c e  

corranrttee to the arts seems to have been somewhat dependent on 

the skill of the staff in persuading the politicians of t he  

importance and need for the rnczey, Al-tErough a l i m L i _  on c i v i c  

* a  grants was eSLtabliShed, '7-A '-'-""'-- ' , " 
t.ilt: tvtal L A W L ,  gfEai^itS 4~ijcia.i EiS 

well arts/czlcural) had never exceeded 2% of the tctaE city 

operating budget (CiW Manager's Report, Fehmary 2 ,  12781. 



1.- 1977 r e p x t  from a r z i t i z e n ' ~  advisow committee to 

counciP on the a r E s  p~inted out the problems of the cultural 

. . .a somewhak arbitrary grant to roughly 29 large and 
s m d l  performing arts organizations at first glance based 
pr i~z t r i ly  on s i z e  of budget. Further study might result 
in a sef of guFdePines, i.e, What is the city's role in 
relation %G &her graneing agencies? (Special Council 
Committee an tke Arts, minutes, January 4, 19'7%). 

The city was 4;uite active in securing facilities to house 

its burgeoning arcs activity in the  1970s .  The city purchased 

the O r p h e u  Thestre with a federal grant and a public 

fundraising czrwaign to gresexved it as a cctncert. half for the 

symphony ctrchesf,ra, The Firehall No. 2 in Castown was 

"recycledn into an arts facility. Bailey describes the city's 

purchase of khe Earner Grandview United Church and its 

success," since it increzsed in property value and attracted 

a quarter a•’ a miTPi~n dollars from senior goverment and the 

private sector (1978: p,  211, The role of the municipality 

in housing t h e  a r t s  4s perhaps one of its greatest 

the ailoeaticns frm the provincial and federal governments, 

performance and irtterdisciplinary art. Informative social 

hiscuries of the 8rts in are offered in Vancouver 
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1983 IVancouver Art Gal lew: f 9 5 3 )  , 

Vancouver Ant3aiam- : The I n s t i t u t i o n a l  PcPitics of Azt -  

EDougPas, ed., 19913  an6 the 1992 p u b l i c a t i o n ,  Vancouver Fouim 

3. (ks"yman, ed.1. In the latter, Alv in  Balkind recdlls the - 
influential role  hat a project called I n t e r m e d i a  played i n  

bringing artlsts tcgethrer to collaborate ift expel-irnental a r t  

E o m s  and the use ef nex media such as v i d e o .  Their e f f o r t s ,  

according to BaPkPnd, Ped to the proliferation of artisl-run 

spaces across the country 1x992: p .  7 2 ,  7 8 )  . The ci t y  

appears to have reached a c x d b , i c a l  stage where its inhabitants 

are increasingly interested in r e c o r d i n g  the c u l t u r a l  h i s t o r y  

of that period, 

As has been menkisned earlier, federal funds i n  t h e  f o r m  

197Gs, and f o r  young artists to  g a i n  e x p e r i e n c e .  %y the: m i d  

to late-IWO-s. hweverI there was a reaction a q a i r ~ s t  t h e  

movement i n - ~ o l v F ~ g  avant-garde artists.'" 

* - 
The  decline i c  khe Canadlan economy sirice the  fa te  1370s  

has had a major i z p a a  an the a r t s  and other scscial programs 

nates that a freeze in go-.exm:ent g ran t s  in 1377 l e d  c o  a 

decrease in arc is t ic  risk-taking amgngst i ~ c a l  theatres and a 



accarmoda&e the increase in theatre activity (1981: p. 8). 

A report comissioned by the Community Arts Council for 

preseritaLi~n CO t,he Vancouver Board of Trade in 1976, (The 

Arts in Vancouver: A Multi-Million-Dollar Industw by Nini 

Eairdl was an early sign of the growing interest in 

emghasiaing the  emnmic  value of the arts, which was to 

became more fomalized by the 1980s. The report estimated 

that the opera, sxymphorrq~ and Playhouse alone generate more 

than $1.5 miflion for focal businesses such as restaurants, 

bars and parking Pats. 

(fv) Cultural B l a m i n g  in the 1980s: The Economics of 
"The euftxzral xndustws 

li 1980 review of the Social planning Department 

announced that "the a r t s  have emerged economically and 

politically. They are recognized as having value to the CityM 

t2.988: p- 5 )  . Wanieipal efforts in the development of the 

arts during the 1970s had apparently contributed to the 

stccess of the city's artistic assets: 

The Cultural E m g r a m  Plaaning area of the Department 
seems to be paying handsome dividends in helping to 
develop t h e  CiCyRs i m a g e  as a centre of significant 
natianal and intemationaP cultural activities. The 
I n t e r n a k b n a l  Festival for  Young People 2s growing in 
recsgnitiax and this year is being staged throughout 
British C s E ~ d i a  and Alberta. The C i t y ,  through t h e  
Secial Planning D e p a r t m e n ' k ,  has established valuable 
links to Lhe vast network of arts institutions and 
personalikies, BocaEPy, across the country and in other 
parts a•’ the woxrHd, Vancouver, in the view of sane, is 
Xirerally e-xperiencing an "arts quake* (1980: p* I f  - 



Since the last departmental review in 1977, the 

department's emphasis appears to have shifted somewhat Erom 

the development of the arts and a concern about access to the 

arts for the disadvantaged, to one of building national and 

international connections and prestige for the city. The 

growth in the city's arts sector also meant an increasing 

workload for the cultural planners who were handling almost 

$3/4 million in grants to some 65 arts organizations, a l t h o u g h  

no new staff had been added to the department since 1.973 

(ibid: p. 2 ) -  

In 1982, the provincial government announced drastic 

cutbacks in its revenue-sharing contribution to municipal 

incomes, which impistged directly on community services artd 

cultural organizations. While the Social Credit government 

was publicly couching its policies under the euphemism of 

"restraint," plans were going ahead for the construction of 

B-C.  Place and a tourism extravaganza, Expo ' 86 .  A f t e r  

provincial government funding for the arts was slashed, the 

municipal govermer,t increased its arts grants by an average 

ef 10 to 12% in 1581-82.  The economic recession put the city 

in a position of trying to help 5he existing arts 

organizations s ~ ~ r v k v e  provincial cut_backs arid a shrinking 

Canada Council fund, although Pittfe money was left over to 

Eosker g r o w k h  in the local arts. 

During the height of an economic recession afid a clecline 

in government f err~di~g for s~cial programs, d r a m t  ic measures 



were consideree necessa-y in order to gain legitimacy for the 

a r t s  and to attract funding. Becoming aware that Vancouver 

lagged behind other cities in corporate funding for the arts, 

the city government, with the new Senior Cultural Planner, 

Stuart Backerman, began to take on an increasing role in 

lobbying for priwat,e sectow contributions. A 1983 report 

enticled Arts Eean Business: An Economic Impact Survey of 

Vancouver's Ncm-Pro f i t  Cultural Industw, produced by the 

cultural planning staff, was an effort to promote the arts on 

the strength of  heir *econcmFc spin-off benefits," in order 

to attract the support of corporate funders and politicians. 

The study showed that Vancs:;ver's non-profit arts groups had 

relied less on governvent funding than their counterparts in 

other cities, earning approximateiy 50% of their revenue, 

while 35 .5% was made u p  a•’ government subsidy and $14-5 from 

private and carporace donations. The report estimated that 

Vanccuver's non-profit s organizations contributed 

approximately $43.5 mil l ion  to the overall economy of the 

Vancouver area through direct spending am3 indirect 

expenditures, buCi acknowledged that "To substitute the 

sconcmic value ~f the arEs for their aesthetic value is to 

deny their true social purpose' (1983: p, 1, 2 ) -  

The document reflects an economic and business-oriented 

rationale far fufiding the a r k s  manifested in an economic 

discotrlt-se which had permeated the language sf arts 

administratiose and cuf;ttrraP policy by the 1380s-  ?"he new 



cultural planning staff, responding to a widespread effort to 

fit the arts into an economic analysis paradigm, stressed the 

following material benefits of the "cultural industry" :' it is 

labour-intensive andnon-polfutixg; it has the capacity to act. 

as a catalyst in generating business development; it assists 

in maintaining markets for other city bus"esses; it attracts 

private investment and tourism, The election of the 

Conservative government in 1984 ushered in a number of s h i f t s  

in national crrlturaf. policy which reinforced the economic 

paradigm. Schafer and ForCier stlmmarize the new priorities 

which replaced Ehe ~ibera l .  Party's agenda of c u l t u r e  as a 

nation-building enterprise: 

.*.more emphasis has been placed on the private sector, 
market forces, and the mrketing techniques used by arts 
and cultural organizations. More attention has been paid  
to the role sf municipalities in the development of the 
arts and the decenkralization of arts-refated activities, 
while the federal ~ w e r r m e n t  has given priority to the 
cultural industries Cbroadcasting, film and video, 
publishing, an6 sound recording) whemre trzrde reldtions 
with the United Skates are especially important f 1 9 8 9  : 
p- 5 6 ) .  

The economic rationale for funding the arts encourages an 

understanding of culture as one of m a n y  cemnoditiies in t'rie 

marketplace, &s David Mitchell has pointed out, t h e  

disadvantage of adcqring an economic raCiona1e i s  that- i t  

forces ctrltulrraf lobbies Lr j  * , , . re l inquish  ccntr01 s f  their 

terms of reference i n k c  the  hands of t h ~ s e  who do w i d 2  power 

in the sphere of political ~~SCOUTSP: e ~ o t a r r m i s f - - s ,  poli~icians 

and bureaucratsm f 1988 : p. I662 - One outcome of t h e  
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develcrrpment; of cultural econcmics is the emergence of analysts 

such as Sfever; SPobennarr who evaluate the effectiveness of 

government arts f uading in financial, econrsmic t ems, while 

cjbscuring the aesthetic and ss~cial value of the arts (see 

Globeman, 1983, 1987) . 

In an effort to encourage corporate sponsorship for the 

arts in Vancouver, a 14ayor1s Task Force on Public-Private 

Partnerships was famed in 1384 which, with the assistance of 

corporate funding from American Express Canada, led to the 

foundation of the Van-zsuver Partnership :or Business and the 

Arcs, The Parbership rrffered a "skills banks which matched 

a r t s  organizations with business vclunteers who had such 

skills as marketing, fundraising, and accounting, 

There w a s  ~ E S O  a greacter effort during this period to 

develop international political and economic connections for 

the city through cultural exchanges with "sister cities," 

P a t r i c k  Smith, a pclitisal scientist, has found that under 

Mayor Michael EfarcozrrC ll98if-l386 1 , greater attempts were made 

k o  establish international links for Vancouver and that these 

sister-city relationships became more economically oriented 

f 1991 : p. 51 . The a r E s  were increasingly used as a lubricant 

for diplomacy and the mavemext, of international capital. In 

addk+,ion, goxJerments ac all levels became more interested i n  

using the a r c s  as what Pick has called "tourist baitn 11988: 

p. 61 . Following Expo $ 6 ,  the  municipal, provincial and 

federal governments coklabora&ed on a pilot project to market 
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the arts to Arr,erican tourists. 

The increasing Pacific R i m  emphasis led to a tri-level 

goverl;ment initiative to promtz  Vancouver as an internationdl 

attraction fur trade, travel and commerce by establishing the 

Asia Pacific Centre Advisory Cormittee in 1986 .  The senior 

cultural planner of the day complemented this effort by 

helping to organize a short-lived Asia-PaciEic Festival , which 

incurred a huge deficit in its second and last yedr of 

operation in 1987. 

The I n t e r n a t i o m l  Wcrld's Fair, Expo ' 86 ,  caused some 

performing zLr+,s c c m p n i e ~  which were not part of the o n - s i t e  

Expo programming to suffer audience losses during that season 

{City of Vanccuver, Socizf Planning Department, September 3 0 ,  

1986; Horizon Piscif ic Consultants Ltd., May 1987) . Since Expo 

had fewer 3ttracCions in the visual arts than in t.he 

performing arts, the Vancmiver Art Gallery and the Museurn of- 

An';hropofogy benefited from the tourists who found time to see 

their exhibitions while ia tatm, B u t  m a n y  pe r fo rming  a r t s  

organizations could not coapete with the "world class" a r t s  

and enter~aiment offered at the Expo s i c e .  The disrvgtion 

prompted a number of established a r c s  groups L s  overcome their 

traditi~nally cszpeCitive rc2ationship wit , f i  one another i n  

arder to for= a - j ~ i r r T -  hbkying  and  ax-keting groupfi the 

kncouver Cuftura2 WEiiance. 

The provineiaP and municipal governments establ isked the 

"Arts Challenge FuzdW in 1987 to he12 reduce n-he deficits 
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which arts organizations had accumulated by this point. Apart 

from any losses because of Expo, Vancoaver arts groups were 

already at a disadvantage compared to those in other 

provinces, The Canadian Sys tern of Government Financial 

ganagenient calculated that British Columbia had spent less per 

capita on the arts from 1971 to 1983 than any other province 

and, since the federal government's programs are often 

designed to match provincial contributions, federal funding 

was also the lowest per capita in the country (cited by 

Godfrey, Apr, 4, 1987: p, C1). 

In 1987, the municipal government was able to offer some 

assistance to individual artists at virtually no cost to the 

city with a new zoning initiative. Amendments to zoning and 

building by-laws allo-ded artists to legally occupy live/work 

studios in industrially or commercially-zoned areas and 

thereby find affordable work space and living accomodations. 

During the 1980s, "bonus amenityn arrangements between 

the city and pri~ate developers became an increasingly popular 

way of securing facilities for the arts, both in Vancouver and 

sther North American cities. This system allows the zoning 

reskrictions in building size to be relaxed in exchange for 

+he development of facilities to house the arts. For example, 

the C a m u n i t y  Arts Council azd the Pacific Cine Centre both 

acquired facifdkies ehrough the bonus amenity system. These 

Eacilities are not an entirely cost-free contribution to the 

city and its taxpayers; increases in building density c m  put 
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added pressure on sewer, road, public transportat ion and other 

public services provided by the city (Sinclair, The Vancouver 

Sun, Nov. 23, 1988: p. D 1 6 1 .  - 
In 1987, the cultural planning staff produced a strdtegic 

planning document (Cultural Direction for Vancouver: A Policy 

Guide for the 1 9 9 0 ~ 1 ,  which reported that approximately 75 per 

cent of the CikYfs cultural, budget went to supporting the 

large-sized arts organizations in the city: the Vancouver Art 

Gallery, the symphony, the opera, the Playhouse, the Vdncouvcr 

Museruns and Plane~a r iww and the Children ' s Festival 1 1987 : 

p. 1 6 1 ,  Some of t h e e  heavily subsidized organ; za t ions 

incurred particu1erl.y. large deficits and experienced a decline 

iz l  audience in the 1980s.  The report recommended doubling t h e  

city's cash grants h d g e t  i1-1 the following five years ~lnd 

increasing grants to smaller organizations, However, 

political and administrative problems led this report be 

rejected by the city council. The report had been develorxd 

in the mid-1980s under the reign of Michael Harcourt's left- 

leaning e~alition council, bg+, by the time it w a i t _  t o  ii 

council camnittee in 3.957. a new mayor, il;orderr Campbell, 

presided over a right-of-center, NPA-dominated c o u n c i l .  

C a m p b e l l  dismissed t h e  &acument as "a  btlreax-r?";tir~ ~~~~~~t " 

which did not "provide a q  focus for  ac&ioni* !C r ; x ,  Q r ~ s  3:1, 

1987: p, E21. 

The draft poiicy act;ual ly contained man:, r e c ~ ~ o z ~ ~ ~ r i c k u :  i f j , ~ i ~  

which the municipal goverrmen.- has since folllfmred. The city 



cm~ncil rmy have been unwilling to endorse the report because 

it recorrmended a conqitment to doubling cash grants. In 

addition, the failure to pass the report may have had more to 

do wxth personaiity conflicts and cantroversy surrounaing both 

the Senior Social Planner and the Senior Cultural Planner of 

the day than with the recommendations contained in the report. 

A 1989 task force on Social Planning found that, after 

twenty-two years in existefice, the department was in critical 

need of redefinition and significant change. Among the 

problem areas c~vered was that of grant adjudication: 

. . .  the Task Force believes that the developmental and 
community-oriented role t h s t  should be increased is in 
basic conflict with the grant-giving role. It is felt 
chat Social Planning staff often do not receive accurate 
or comprehensive community infcrmation because of their 
perceived "power" to decrease or eliminate grants given 
to the cornunity groups. Second, the grants review 
process i~ - ,  .also a major factor in diminishing staff 
capacity E o  undertake developmental work (June 1, 1989: 
p. 1 3 1 ,  

Althotlgh the task force reco~mended the institm ion of arm's- 

length funding in t he  com~unity or scciai services grants 

category, there was only a mention of somekow "involving the 

community in the decision-making" in the errlturzl grants 

category (ibidf . Also in 1989, the Vancouver City Pf anning 

C o m i s s i o n  recommended that peer review funding for the arts 

be instituted through the establiskment of a kigh-profile arts 

Crr r i cms ly ,  +,here hds been very  little lobbying for am's 

l e n g t h  f~nding or seer revie%@ aktthe city level In  Varrco~ver. 
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Representatives of established arts organizations tend t o  be 

particularly opposed to the idea, since they probdbly do not 

want to risk losing their present levels of funding. Eecduss 

the cultural pIanning staff who adjudicate grants d u e  

perceived to be professional and fair, there is CI lack of 

confidence about whether arm's length funding would be drl 

improvement over the current system. Of course, arts 

organizations which are not funded or receive very s1n~-111 

grants from the city fmany receive annual grants under $5,000) 

have the least to lose in an experimentation with th? arm's 

length model. 



The Vancouver Cfub continues its policy of restricting its 
merhership to men only (at the time of writing) . 
However, local non-profit art2 organizations are eligible to 
receive "grants equal to rent" from the city to cover the cost 
of renting the civic theatres. 

The mayor's Arts Initiative Task force, on the other hand, 
wzs closed to the ge~eral public during the first phase of its 
consultation work (January-July, 1992), and therefore 1 was 
not able to attend any of its meetings as an observer. 

The Vancouver Foundation also offers substantial grants to 
B.C. arts organizations. In 1991, the foundation gave a grant 
of  $1,005,000 to the Fraser Institute (Vmcouver Foundation, 
1991: p ,  21), a conservative "think-tank" which has published 
a b ~ o k  by Stephen Globeman (1987) arguing against the current 
system of government subsidy of the arts in Canada, 

The Komagata Maru arrived in Vancouver in May 1314 
carrying 354 hopeful immigrants from South Asia. The 
passengers were not allowed to disembark, and after prolonged 
controversy and two months at anchor in Burrard Inlet, the 
ship was expelled (Buchignani, 1985: p.  53-58). 

Melodie Corrigafl has written on the history of the Vancouver 
Zt4useumfs relationship with the city government, and its 
struggle for suitable accomodation for its collection (1979: 
p -  2-12). 

The city council gave the symphony a grant of $2,000 in 1945, 
which was increased 50 $ 5 , 0 0 0  the next year. In 1958, the 
newly famed Canada Council began funding the symphony on an 
annual basis, starting with a grant of $ 2 0 , 0 0 0 .  It was not 
until 1963 that the provincial government offered its supgort 
with a grant of $5,000 {Becker, 1989: p ,  172, 173). 

The British C01umbia provincial gcvernnnent's art bank 
stagnated when the Social Credit gover-ment returned to power 
in 1975. 



IQ,  A 1980 department _cuS1ication states that "Unlike s i r n i l d l  
learning rentres, the Vancauver facility will give equal t im+ 
and space to the arts and sciences" (Social Planning 
Department, 1 9 8 0  : p . 7 )  . EIowever, the Arts and Sciences 
Centre eventually became Science World, a facility which gives 
far greater priority to the sciences than to the arts. 

11. One exception to this policy was the Heritage Festivdl 
Society, which raE the Interna~ional Children's Festival, and 
continued to be staffed by city emplqees for a n u m b e r  of 
years. 

12, One exception to this trend was the city's direct involverner!t 
in the short-lived Asia-Pacific Festival fro% 1985 to 1'387. 

13, Other economic influences may haxye contributed to the decli r i e  

in performing art. For instance, the capitalist art marke t  
zeq~ires comdities for sale, rather than a proliferat ion o t  
transitory produc~ioas. 



1, Cultural Planning in the 1990s: Social  Justice for the 
Fragmenked Comnmuaity: 

By the  late 1>86s, che economic paradigm heydn to lose 

some of its popularity in arts policy. Lobbyists and 

bureaucrats, possibly jaded by an excess of economic jargon, 

began looking for a slightly different discourse to justify 

the subsidy of Lhe rrcn-prafit arts. As long as there is d 

lack of public funds,  the economic importance of the arts will 

continue to be stressed, but social justice issues in the a r t s  

[as well as in other areas of public policy) have since come 

to dominate the area to some degree. Access for artists dnd 

audiences from narginalized ethnic groups has taken or1 a 

greater urgency than notions of "multicultural ism'' elicited in 

the past. 

The civic government's concern about race-relations led 

to th2 creation of a "Cross-Cultural Initiatives" f und  in 

1990. In 1992, to commemorate the Bi-Centennial of C ~ p t d i n  

George Vancouver's arrival to this region, free multi- 

cultural festivals were staged through~ut che city, which was 

a departure from t he  staid civic celebrations of the p a s t .  

The events were planned to demonstrate a respect- for both 

First Nations and immigrant cultures. 

The need for opportunities for children in the arts was 
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r eccqz i zed  early m 3-1 che city's cultural p:&nning scaff in 

the ; 2 7 0 s ,  a d  c x t i n u e  to be a concern, However, the 

pro- inr rial. cpTrerEi.jzL and the Yancouver School Board have not 

y e t  mana(~ielJ t~ a"3eq~actely ixorporate the arts into education. 

SacFa4 and eco~omic class discrepancies are particularly 

imgmrtant in d e ~ e ~ i n i n g  the  kind of cultural opportunities 

available to children and more work could certainly be done to 

bring the arts to children, rather than leaving it up to the 

parents to take them to arts classes or performances. Some 

individual orgacizations have developed important programs in 

1 this area. ror ixtdnce, the children's ~estival has 

distributed free tickets though shelters for battered women. 

The concerns of wornen continue to hcld some political 

currency, although they have not become a major priority in 

municipal arts policy. The rights of smaller minority groups 

may be gaining ground, however. The city government has come 

to recognize that 13% of its residents are disabled and has 

established the first municipal advisory committee on 

disability issues in the province (Special Advisory Committee 

on Disability Issues: April 1992). Homosexual issues have 

traditionally foundmore expression and acceptance in the arts 

than in other spheres of society. Gay and lesbian rights are 

becoming more recognized in the legal sphere: and may 

gradually attain more legitimacy from government arts funders. 

As mentioned, social class distinctions - perhaps the 

greatest determinant of what kind of cultural practices people 
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participate in - C ~ - + ~ F ~ * O  L~z- , I ,LL,  K O  be something of a myopic spat for 

mosc govr"rxlzts.ts in a cagitafist; economy. In t h e  early 197C)s, 

+-- ~ n s  Social Planning depart men^ identified access to the d l t ~  

for people on Icz*: or fixed incomes as priority. Not d g r m t  

deal of progress 3as been in this area, probably becausp 

the issues of poverty and class are too large for t h e  

aunicipal gover=-men",o cope with on its h'nwetrcr, d l  

interest in bridging the gap between the amateur and t f ~ e  

professional is emerging on the part of artists working i n  

neig-hbourhoods, and this initiative is starting- to come from 

the Board of Parks  and Recreation in ~articular, This 

development could prove to be an important effort towards 

overcoming social class barriers and improving access to the 

arts. 

'E%_e establisP~wnt of the  xayor's short-term task force on 

the arts in 1992 (the Arts Irritiative) s i g n a l s  a possible 

Eurning point in the city's arts policy. The social/cultural 

planning staff, who have traditionally in•’ l u e n c e d  the 

politicians in arts prograns and funding, have now been 

temporarily relegated to a resource function as city council 

members and professionals f ram business, arts and education on 

the task force take on the role of policy development. It 1s 

possible that Vancouver ray establish new structures in arts 

funding, including an arm's length body or b d i e s  to 

adjudicate grants. Certainly, there is a climate for ckmnye 

and a sense that the municipal. bureaucracy should be 
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Sgcial 2ressxres h - f e  a l s ~  influenced individual civic 

,j;rts kp",st,ib,ueEtir3:~~, A~.,ccord~r;-: Lo Willard Holmes, the Director 

. - 
fjf the 7 S a n ~ ~ ~ ~ ~ r  A r c  a the SOCiZL climate is more 

politicized now mre than st azy time except for 1960s, but 

~ G G  L c ~ol i t i r rLza- , ion  a s  had quite a different impact on 

ins'-,itut,icns suck: as Ek;e art gzllery (lec'L:re, Jan~ary 15, 

1 9 4 2 ) .  While the Vancouver Art Gallery of the 1960s and 1970s 

could be seen as part of the counter-cultcral movement, in the 

early 1990s, i"LFknds icself the subject of criticism from 

socially marginalized ethnic groups. These conflicts with the 

art gallery in particular led to the formation of an advocacy 

group called "Artists Coalition for Local Cc~lour" to lobby for 

access to arts institutions, The efforts of this coalition 

have helped bring issues of race politics in the arts into 

both the mainstream and alternative media and have created 

more pressure for change. Access to information and 

knowledge becomes a necessary part of achieving equitable 

participation in the arts. Arts organizations and funding 

bodies will be increasingly pressured to make information 

available and i~prove their comunicat ions in the 1990s. Some 

of the key demands of the Artists Coalition for Local Colour 

involve accessing information about decision-making at the 

Vancouver Art Gal l e ry .  Similarly, a review of the city's 

Social Planning Department in 1989 found that there had been 

an erosion in the comnity-base cf the department over the 



2. Citizen ~articigation in the Arts Policy Process: 

Although the need f c ~  a comprehensive munic ipa l  a r t s  

policy in Vancwrlver has been acknowledged in p a s s i n g  by t he  

city government since at feast the early 1970s,  political and 

procedtlral obstacles have prevented this goal f r o m  being 

realized. In addition, the policy-setting processes which 

have occurred in the past have been l a c k i n g  in public 

involvement. 

Since the 1970s when artists were first invited into city 

hall for informal lunches and to sit on committees (interview 

with Ernie Fladell, July 8 ,  19921,  arts professionals have 

become ari interest group which is consulted r e g u l a r l y  on a 

f omal and informal basis about policies which a•’ f ect them. 

Fr"krile this is a positive development, the general pizkjlic 

continues to be excluded from the policy process to same 

degree. Althotlgh the public is aSf e to sit in as ~ b s e r v e r ~  at 



f e r t a i n  r ~ ~ m i i t ~ ~ ' f =  meetings {zg, P l & l i c  Art ComIitteej I most 

people i n  the c i t y  are  unaware of the existence of such 

h04ies - 

One structure xhich t5z city government has made use of 

to help  it develop policies with public input is the citizen 

advisorrr cormit~ei;. Accordhg to politicians and bureaucrats, 

the special r - r - * - -e -  L J u f P L P l  Corntittee on the arts w a s  not a 

particularly influential part of the arts-policy process at 

c i k y  hall (e.g., interview with Jonathan Baker, January 16, 

1990). However, it is useful to trace the efforts which have 

existed in this area, in order to determine the experience and 

extent of citizen involvement in city arts policy. 

Followirig the Cornsunity Arts Council s 1964 report which 

recommended that a citizen's committee on the arts be struck 

to advise council on culiurai grants, much discussion and 

delay by the NPA council ensued throughout the next eight 

years. Sub-cormittees of council produced reports 

recummending that interested organizations be consulted before 

implementing the advisory committee. This recommendation, 

although endorsed by city council, was subsequently forgotten 

or even purposely buried. A circular bureaucratic paper-flow 

between the pc-fiticians, the commissioner who was then the 

equivalent of the city manager and the City Clerk's off ice can 

be traced in the files of Vancouver Archives, most tellingly 

in one memo from the clerk to the commissioner, which reads: 

I spoke with Aldermar, Adams today and he directed me to 
"bury it * (the report from the previous council regarding 



cultural grants) until someone else raises the mdt  t ex-. 
Based on h i s  rep ly ,  I am of the oplnion that this is the 
answer that has been given the matter each time it was 
brought to his atten~ion (City Clerk, June 11, 1 9 6 8 ) .  

As a result of such obstructionism, it wasn't until after 

the new reform-orfenteci TEAM co~lncll was elected in 1972 t.hat 

any action was taken on the issue. A memo from Mayor Art 

Phillips to city council describes the problems as he saw it: 

In the past, rather than being awarded pursuant to 
rational cult~aral policy, grants have been almost 
entirely sr, precedent . . .  Council has in the past received 
little or no professional or independent advice. Also, 
since grants have not been made according to an overall 
policy, City Council has not been inf luencing in positive 
ways, the development and co-ordination of the arts 
(January 15, 19733.  

A seven-member citizen's cultural advisory committee was 

finally appointed in 1973 to adjudicate grants and advise the 

counci 1 cultural policy. year later, however, 

committee resigned in protest over city council's 

indecisiveness oa arts funding. The committee members had 

been given ambitious terms of reference which included: 

. . .making the arts available to as many as possible, 
encouraging co-ordination of artistic activities in the 
city, reducing administrative costs by encouraging the 
pooling of resources, assuring the grants were responsive 
to contemporary community needs and permitting long term 
cultural planning by the city and cultural organizations. 

Also included was a review of all applications for 
cultural grants and advice to council regarding such 
reviews; review of all city policies that impinge on the 
arts to assure that city planning would be consistent: 
with cultural policy, removal of barriers khat divide 
social and cultural services, promoting the co-ordination 
of planning, policy making, budgeting and programing of 
cultural organizatiol?~ and establishment and 
recommendation of cultural goals for the city {Alleri, 
Province, March 2, 1 4 7 4  1 . 



Grant adjl~dication was the only one of these tasks which 

the cormittee actually undertook, and even that was not 

accomplished, zpparently because of a lack of comrriitment from 

council on a budget for grants, According to one committee 

member who was cpoted in a Vancouver Sun article: 

I don't think the cultural committee was a serious 
attempt on the part of council in the first place - it 
was jils'L another of those political platforms. They 
didn't have a clue how to use us - and our presence also 
meant, they discovered, that they were going to have to 
relinquish power, grant-giving power, if we were to do 
our job properly (Wyman, March 2, 1974) . 
Public criticism of the city government may have prompted 

the city council to demonstrate its commitment to the arts, 

because a month later city council unexpectedly approved a 

large increase in its cultural grants. 

The cultural advisoxy committee was not re-established 

until 1977, when the new MPA mayor Jack Volrich followed up on 

a campaign promise to create such a committee. An interim 

cultural advisory committee established objectives for the 

permanent body, which included developing a comprehensive 

civic policy for the arts. The committee would also consider: 

. . .ways and means by which the arts can be brought closer 
to the many disadvantaged people in our co~munity and how 
opportunities can be afforded them for participation 
(Interim Cultural Advisory Committee, May 19, 1977: p. 
2 ) .  

The interi.11- committee recommended that the permanent 

committee be composed of three councillors and ten private 

citizens, appointed by council on the recommendation of the 

mayor. Its status as a committee of council, chaired by one 



96 

of the councillors, was apparently unique in Canadd at the 

tim. Sirice t he  city's grants to arts organizations still 

appeared to be fairly arbitrary, the comittee set out to 

establish guidelines and priorities on grants, and worked with 

the social planners on the specific grant recomnendations 

(Bailey 1978, p. 10). 

The citizen's advisory committees continued to function 

over tne years using the same terms of reference established 

in 1977, but in 1985 there were some organizational changes 

which reduced the number of councillors on the committee from 

three to one, made the mayor an ex-officio member, and made 

the chair a member of the general public (Minutes of the 

Vancouver City Council, February 12, 1985). While these 

changes increased the autonomy of the committee, they may have 

also reduced its political profile. The committee never 

played a significant role in grant adjudication. Perhaps the 

committee's most important achievement was the work of its 

sub-committee on art in public places which helped lay the 

groundwork for the public arts policy, eventually passed by 

city council in 1990, 

In the Sprinc of 1991, the Special Council Committee on 

the Arts which had existed (with rotating membership) since 

1977 was abruptly discontinued by the city council while the 

sub-committee on art in public places was given full-fledged 

comittee status. Members of the Special Council c or run it tee 

were surprised and disappointed that their work was put to an 



end. kt one of their f inai meetings, they described the value 

of their role as advisors to council: 

Members of the committee stressed the importance and need 
Ear an ongoing Arts Committee, as a vehicle to provide 
City Council timely advice on matters which impact (sic) 
the arts community. The Committee felt its mandate 
should not be too focused in order to provide flexibility 
to respond tc issues as they arise (Special Council 
Committee on the Arts, ~pril 8, 1991: p. 2). 

Later that year, the mayor announced that he would chair 

a 15-member task force, called the "Vancouver Arts 

Initiative," which would examine the fiscal health of arts 

organizations, federal and provincial funding imbalances and 

recommend ways to increase community participation in the 

arts. 

The task force, which began work in January 1992 may 

ultimately lead to a long-awaited comprehensive policy on the 

arts for Vancouver, but there appears to be more interest in 

implementing short-term practical measures to benefit arts 

organizations. Since the mayor has taken control of this 

prcxess, and included Councillor Libby Davies from the COPE 

opposition party in the task force, there is far greater 

potential for a political commitment to the outcome than has 

been the case in the past- 

In a previous attempt to develop an overall policy 

document in 1987, quite a different process was followed. A 

former senior cultural planner wrote the report in 

consultation with the citizen's advisory committee on the 
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arts. Representatives of the arts w e r e  consulted informally 

and the resulting recormendat ions were generally well -received 

by members of arts organizhtions in the city, ait-hough the 

report was rejected by- city council. A few meetings for t-he 

general public were also held, although they focused on such 

topics as "Tourism and the Arts" and "Business and the Arts. " 

Unlike the current Arts Initiative task force, politicians 

were not involved in the development of the policy draft, and 

then may have felt manipulated when t h y  had to vote on the 

report with local arts supporters and lobbyists ir, attendance, 

The Arts Initiative task force is the city's widest- 

ranging public consultation process in arts policy-making to 

date. A survey providing some background information has heen 

circulated to approximately 600 organizations and individuals, 

focus groups were held with "stakeholders," a draft document 

called a "Work Booku is be'-ig circulated for public feedback 

(at the time of writing;, ~.nd public forums are planned. The 

potential problem with t;:i model which has been followed to 

date is that the public is less able to provide informed and 

meaningful input when it is unable to attend meetings where 

the agenda is implicitly or explicitly set. The public 

should, at the very least, be allowed to attend task force 

meetings as non-participating observers, in order to learn 

about the operations of the governrnent and its appointed 

advisors. The increasing demand for access to government., 

particularly at the local level must be taken into account at 



99 

-. 3 - stages i n  t-he process. The zorpcrate concept of 

coaszulting "stakeholders," which has invaded the arts policy 

and administration field, may lead to an exclusion of those 

sectors of the public which are not perceived to have a vested 

interest in the arts. 

Other municipaiities have managed to produce and adopt 

cult!~ral policy plans which were the result of greater 

participatoq public cons~lltation processes. It would perhaps 

be beneficial to ccmpare the process used in Vancouver with 

their experience. The public process which was embarked on by 

the city of Ediionton to produce its report Edmonton: City for 

Lhe 2ist Centur-?/Report of the Cultural Futures Project (1988) 

was one model which involved extensive public outreach through 

a series of open hauses and newspaper advertisements inviting 

people to apply to be project participants on an ongoing 

basis. This approach resulted in some innovative policy 

recommendations and a type of discourse which distinguishes it 

from the average policy document. Concepts like "nurturing 

neighbourhoods," "caring communities" and "empowering 

citizens" are introduced. This discourse stands in contrast 

to the economic jargon which one frequently sees in cultural 

policy documents. 

To produce an arts policy in 1990, the municipality of 

Burnaby used a seven-nexiber steering committee plus 36 

representatives fron labour, education, business, the arts and 

the general ptlblic, working in sub-committees to develop 



=any different people: 

The premise was, i f  you're creating an arts policy ~ I K I  
you're engaging in an honest public process the 
commitment has ro be evident at the outset tha t  y o u  
understand that the arts are everybody's bus iness ,  not 
just the bgsiness oE those with a vested interest. X n  
other wards you don't j u s t  put artists a n d  a r t s  
supporters an your arcs policy ~ ~ m m i t ~ e e ,  , , E A s s e n t b l  y o f  
E3.C. Arts Councils, January 1991, p, 21.  

The manner in which Vancouver ' s municipal guvermmenfc. has 

appointed the volunteer  me~bers of its advisory csmmittees and 

task forces is anocher factor in the policy process w h i c h  

could be questkoned. These appointments are made "in camera" 

at council meetings, sometimes following the recormendations 

of city staff F P J ~ B  are working in the particular area i n  

question. Political. patronage results in political a l 1 i . e ~  of  

the party in pwwr appearing on boards and t a s k  forces. 

Schaf er has emphasized the importance of "methodically arid 

persistently soliciting representation from all sectors af: 

society" for the adr:linistrative entity chosen ts produce a 

municipal arts policy (1986: p 1 0 ) .  Although there is a 

variety of different interests represented on the Arts 

Initiative task force, it is laeking somewhat i n  et-,hnic= 

&i-iiersi~- - a point -w-;3ie& has not eSr , r ; r p ~ h *  --.-A -.,L p u ~ n . 3 . G  'I . c r k t i ~ i ~ i n  

p.-2 c c ~ f d  kart its cr&ibilit,y. 



Canada's crigixzf pozicy of "multiculturafism within a 

Accordins .... to the Advise= Committee to the Canada Council for 



T,T@ ,#, found it impossible to work within the constralnlng 
definition and 5f~rred vision that the connotation of 
'multicuiturzlisrr,' fends to most discussions. 
Tke policies zf mdticulturalism have failed to address 
fhe issues of racial equity in the arts, resulting in 
anger and frustration throughout the system ( 1 9 9 2  : p .  
l i .  

Despite the rejection of multicultural policies as 

ineffectual, or even a form of "repressive tolerance," there 

is the possibility that they have been more influential t.han 

is c.cmonfy ass0me6. Ziiles Paquet suggests that efforts to 

enhance the social ststus of ethnic groups has laid the ground 

work for greater mainstream acceptance of the growing demand 

for cultural expression from the margins: "...the slow 

process of status-enhancing of ethnic minorities in Canada has 

accp~ired a logic of its own which has blown away the 

c~ntai~ment of the 197Cs8* tl.988: p .  2 4 )  . 

fii) Cross-Culturalism in Vancouver: 

The city of Vancouver has made cross-cultural relations 

a priority isstte for  al; departments, with the Social Planning 

Departments. and the E c p a l  Expfoyment Opportunity Program taking 

mast respsnsibiiity in the area (Social Planning Department, 

E.rt June 2 0 ,  19990: p, r r .  Policies and programs concerning 

eel-m; L I ~ s r s ~ f 2 y  - and e x r c  a L e a  - -&-  have h e n  developed by the  Social 

Planning Department's Office of Cultural Affairs, with some 

involv@~nent from Ehe former Special Council Committee on the 

Arts, The city's Mastings Institute employment equity 
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training program has also played a role in raising awareness 

about racism among arts organizations in the city. However, 

much of this work has only been undertaken in an organized 

fashion since the late 1980s. 

In the spring of 1989, the "Sub-Committee on 

~ulticultural and Cross-Cultural Development within the Arts 

Community" was established as an off-shoot of Vancower's 

former Special Council Committee on the Arts. "his sub- 

committee met to discuss ethnic diversity and discrimination 

in the arts in Vancouver until it was disbanded, along with 

its parent committee, in 1991. According to Diane Kadota, a 

former member, the group was perhaps more successful in 

educating one another about racism than in the area of policy 

formulation (interview May 17, 1991). 

The sub-committeemembers suggestedthat multiculturalism 

"may but does not necessarily promote tolerance" (1989: p. 

3 )  , They saw "cross--culturalismw, on the other hand, as a way 

to encourage ethnically diverse cultures to engage with one 

another, either by bringing together artists of different 

ethnic backgrounds, or by encouraging culturally diverse 

programming to create new *trans-cultural" products. To this 

end, City Council created a special fund of $50,000 annually 

for "Cross Cultural Initiktives" in the arts, a step which the 

former sub-committee praised as "an act of extraordinary 

commitment and visionary foresight" (Sub-committee on Cultural 

Diversity, 1991: p. 1). The program came into effect in 



early 1990 and grants were available later in the year through 

the Office of Cultural Affairs. One of the objectives of the 

Cross Cultural Initiatives Program is: 

To encourage and enable cultural institutions and arts 
organizations to be more responsive to Vancouver's multi- 
cultural realitythrough organizational change, including 
einployment equity, board membership, cross-cultural 
training for staff and volunteers, and innovative cross- 
cultural audience development strategies and outreach 
programs {Office of Cultural Affairs, 1990: p. I ) . "  

The city's focus on cross-culturalism, which carries a 

more overt race-relations imperative than multiculturalism, is 

an experiment which apparently has attracted the interest of 

cultural policy makers from senior levels of government. The 

cross-cultural concept may not be the ideal solution to all 

problems of ethnic bias in the arts, however. The city's sub- 

committee changed its name in the summer of 1990 to the Sub- 

Committee on Cultural Diversity, because: 

There was a concern that the term 'cross-culturalism' 
applied only to activity within the cultural comrnunity 
which was 'cross-cultural' or dealt with issues of 
cultural hybridization. It did not encompass broader, 
complex interactions betweenTJancouver~s diverse cultural 
communitiesn (June, 1991: p. 1-2) . 

Although imprecise, this statement suggests a possible 

inadequacy in the "cross-cultural" strategy, 

A race-relations focus in city policy could mean that 

culturally diverse organizations might come to be favoured 

sver those which are "ethrm-specific" or organized around one 

cultural or ethnic group. For instance, a collaboration 

between different native bands would probably not qualify as 

a cross-cultural initiative, In their consultations. with arts 



professionals, the Arts Initiative task force found that: 

The current cross-cultural grant program was alternately 
praised for attempting to build bridges among communities 
and criticized as an attempt to create greater audiences 
for established arts organizations rather than developing 
ethno-cultural artists (July 1992: p. 17). 

At worst, some cross-cultural projects have been 

criticized as a form of cultural appropriation. The concept 

appropriation is a highly contested issue in the arts which 

best understood when it is situated within a context 

unequal power relations. First Nations people, in particular, 

have asserted their right to reclaim their own culture, 

undiluted by cross-cultural collaboration or interference 

("Telling Our Own Story: Appropriation and Indigenous Writers 

and Performing Artists," 1990). For example, the Vancouver- 

based Karen Jamieson Dance troupe, although critically 

acclaimed in the media for its cross-cultural collaboration 

with Gitskan people, has been heavily criticized by some 

native artists. While Jamieson has worked with native leaders 

and artists arid has employed native performers, there have 

been objections made on the grounds that her company is not 

run by First Nations people and therefore should not be 

receiving large grants from such sources as the Native Arts 

Foundation, which is a national organization (interviews with 

Wayne LaRiviere, July 27, 1992 and Viola Thomas, Aligust 17, 

1992)  , 

Despite differences in philosophy and terminology, 

something of a consensus may be emerging in terms of 



identir'ying the ways that racism excludes people from cultural 

institutions. Vancouver's former sub-committee identified a 

number of problem areas, including: cultural prejudice and 

lack of cultural understanding among members of juries and 

funding bodies, the boards and staff cultural 

organizations, members of the media who report on the arts, 

and educational institutions. These problems are also 

articulated in a report from a forum of First Nations people: 

... the Canadian public funding bodies, art 
institutions and the general public have a lack of 
understanding about what Native art and literature 
is all about. They do not even understarid the 
consciousness, meaning and purpose behind the art, 
let alone the forms it takes on. ( "Telling Our Own 
Story: Appropriation and Indigenous Writers and 
Performing Artists," 1990: p. 12). 

Even in experimental art forms, the notion of what constitutes 

and defines "contemporary," "experimental," and "performance 

art" has been largely determined by the white, Western art 

world (Okano, 1992) . 

In an effort to address problems of cultural bias and 

other forms of prejudice, in 1989 the city of Vancouver 

established the Hastings Institute, a private city-owned 

corporation which offers training programs in employment 

equity and race relations. The Hastings Institute is 

currently seeking input from groups which have experiencee 

discrimination to design a special program for people working 

in the arts. The city's cultural planners, who have had the 

responsibility for adjudicating grant applications, themselves 

attend such programs and make an effort to attend publ ic  
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forums on the subject of ethnicity and the arts. 

A 1987 study found that only 2.8% of theatre roles across 

Canada had been filled by visible or audible minority 

performers (ACTPA, 1987: p. 23). Artistic and technical 

training for groups which have been traditionally under- 

represented in the arts is one important way to increase 

access to the field. For instance, organizations such as 

Spirit Song in Vancouver provide a valuable service in 

training First Nations youths in performance as well as other 

aspects of theatre such as technical direction and stage 

managing. It seems that a two-pronged approach is necessary 

for change to occur: outreach to attract, fund and train 

artists from marginalized groups as well as simultaneously 

raising awareness 3mong the arts institutions whose practices 

are partly responsible for the dearth of opportunities. 

The steadily increasing emphasis on cross-cultural issues 

which the Vancouver cultural planning staff have implemented 

since around 1988 is an example of how unofficial departmental 

practices can have a tangible policy impact. Before the city 

council approved funding to establish a cross-cultural fund, 

the planning staff had already attempted to raise awareness in 

the city's professional arts circles by simply adding a 

question to the grant application form the organizations are 

required to successfully complete in order to receive funding. 

The question asked what the organizations were doing to 

address non-European cultures. While the official grants 
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criteria did not disqualify art forms and organizations which 

were solely European-Canadian from receiving funding, the 

presence of the question on the form was in some cases enough 

to make arts organizations at leas'i redlize that ethnic 

diversity would enhance their social relevance and status in 

the eyes of arts funding bodies. 

The federal government s Employment and Immigrat i on 

Department also has a role to play in encouraging culturdl 

diversity through their " U I  top-up" or "Section 25" jobs, 

which involve hiring people receiving unemployment insuranc~ 

benefits to work in the non-profit secr_or for a limited term. 

Employment and Immigration's policies encourage non-profit 

organizations to hire women, people from ethnic minorities and  

the disabled. The program also allows non-profit 

organizations to hire an employee to work on "bcdrd 

development," which involves recruiting more people from the 

above categories to sit on the boards of these organizations. 

These limited term jobs are crucial to arts organizations, 

many of which have inadequate funds to hire enough permanent 

staff. Generally, arts organizations are willing to meet the 

criteria of ethnic or other diversity in order to have access 

to more workers and funding. However, since these staff 

positions are entry-level positions with no security of 

tenure, their overall impact may not be highly significant. 

While all of these programs are effective in increasing 

awareness and diversity to some degree, it could be argued 



that they may also be effective in maintaining power and 

controlling public debate. According to Sherazad Jamal, a 

Vancouver artist: 

,..the power relationships between present-day arts 
institutions and artists of colour has remained 
essentially the same as in the past. In the past, 
euro-centric arts institutions controlled the 
manner and context in which the art of the "Other" 
was categorized and displayed. In the present, art 
institutions are more interested in controlling the 
discourse of difference. What post-modernism has 
made euro-centric curators/scholars/critics and 
other formers-of-art-opinion aware of is that as 
successive paradigms of analysis come into vogue, 
they have to appropriate the prevailing paradigm if 
they are to maintain control and ownership over the 
power that "art" has within our lives. If there is 
no control, there can be no power (1992, p. 21). 

Given such a complex and circular problem, it is a 

challenge for policy-makers to create programs which are 

acceptable and effective ways of overcoming racial 

discrimination. In the areas of the arts over which the city 

has jurisdiction, extensive outreach work would be required to 

achieve diversity in the arts which would reflect the cultural 

and ethnic diversity of the city's population. Outreach work 

is needed to contact the wide variety of arts organizations in 

the city affiliated with particular ethnic groups which don't 

apply for government funding. For example, the Jin Wah Sing 

is an amateur opera society in Chinatown which has existed 

since the 1930s but does not receive any government funding. 

Alan Loui, the Vice-chairman of the association, said they 

would be interested in receiving government grants but they 

don't know how to apply (conversation, July 10, 1992). 



~raditional societies in marginalized ethnic groups such as 

Jin Wah Sing exist on donations from social support groups 

such as the Chinese Benevolent Society as well as individual 

friends and supporters within the particular ethnic conmunit:y. 

Systemic racism and ghettoization has led to the establishment 

of alternate networks of support, which shouldn't be taken to 

indicate that such organizations don't need or deserve the 

tax-payer subsidy that more privileged institutions enjoy. 

Artists from ethnic minority groups who are second or 

third generation Canadians are perhaps more likely to apply 

for government funding, since they have a facility in the 

English language. But despite their skills, these artists 

continue to experience discrimination and have found it 

necessary or desirable to form "parallel" arts groups (e-g., 

The Sepia Players, a black performing arts group; The Rungh 

Cultural Society, for South-Asian art), as well as a specific 

lobby group called the Artists' Coalition for Local Colour. 

Yasmin Jiwani, a communications theorist and cultural worker, 

has described the value of such parallel or alternative 

organizations: 

Aside from articulating a critique and initiating 
dialogue around the issues of exclusion, systemic racism 
and lack of accountability, arts organizations and 
coalitions within the margins fulfill ancther, critical 
function. They provide avenues by which to express and 
advance alternative definitions of social reality and to 
rework and reclaim existing definitions ( 1 9 3 2 ,  y. 14). 

The city of Seattle's Arts Commission appears to h a w  in 

place a more coherent and long-range multicultural outreach 
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plan for the arts than Vancouver has yet adopted. The 

outreach plan involves developing a greatly expanded database 

in order to disseminate publications and program information 

to marginalized groups, holding meetings in diverse 

neighbourhoods, translating some materials into different 

languages and ensuring ethnic diversity on the commission, 

staff and adjudicating panels (Seattle Arts Comrnission, April 

1990; December 1990). These efforts led to a major increase 

in the numbers of grant applications received by the 

Commission. Vancouver's Office of Cultural Affairs, on the 

other hand, has lacked the staff and resources for such an 

extensive undertaking and has only recently begun to produce 

pamphlets fully outlining grant programs and criteria in 

English, let alone any other language. Increases in grant 

applications would also mean more work for cultural planners 

who have been responsible for adjudicating grants. 

If the city were to implement grant adjudication by arm's 

length bodies of citizens from different ethnic backgrounds, 

there might be not only a shifting in grant allocations, but 

also a greater opportunity for networks to form among the 

artists from these ethnic groups which could counter-balance 

the social and professional networks which exist in the "arts 

establishment." 

The City of Vancouver is a latecomer in addressing issues 

of ethnicity and the arts through policy, although it is an 

area in which there appears to be some political commitment. 
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However, targeting racism in isolation from other factors such 

as social class could lead to some oversights by policy- 

makers. As the city comes to fund a greater proportion of 

arts organizations representing diverse ethnic groups, it is 

likely that the social elite from these groups will be the 

beneficiaries, mirroring the historical development. of 

European-Canadian arts organizations and audiences. The 

tendency for issues of class to become subsumed by issues of 

race, and for a collusion to take glace between similar 

classes from different ethnic groups could continue to prevent 

the achievement of access to the arts for the •’1111 spectrum of 

society. 

4 ,  Women and the Arts: 

In her rssearch on the Vancouver School of Art in the 

early part of the century, Letia Richardson has found that 

women students at the school outnumbered men by seven to one 

in the years preceding World War 11, whereas after the w a r  

there were almost twice as many male students as female at the 

school (1987: p. 2 2 - 2 3 ) .  This shift can be partly attributed 

to federal government policy, according to Richardson. 

Government reconstruction policies affordedveterans grants to 

men returning fromthe war which encouraged them to enrclll in 

the school. This example serves to illustrate that although 

little in the way of government cultural policy may have 



existed at the time, government policies indirectly influenced 

the opportunities which existed for women and men in the arts. 

The socialization of women has led them to participate 

heavily in the arts as students, workers, volunteers, artists 

and patrons. For example, Peter Guildford credits women 

theatre directors - Dorothy Somerset, Yvonne Firkins, Dorothy 

Davies, Phoebe Smith, Jesse Richardson and Daphne Goldrick - 

for developing Vancouver theatre from the 1920s through to the 

1940s (1981: p. 1 9 ) .  

According to Chartrand: 

While women in North America have traditionally been 
considered the carriers or guardians of culture . . .  the 
increasing role of women in the economy and politics 
will, in and of itself , lead to increasing political and 
economic recognition of arts and culture (1987: p. 5- 
6 ) .  

Chartrand bases this assertion on a number of different 

statistical factors which suggest that the arts are 

particularly relevant to women. In North America, women 

patronize the performing arts more than men, Studies have 

shown that the arts "consumer" has a tendency to be older, 

fenale and have some post-secondary edilrsation (McCaughey, 

1984; Decima Research, 1 9 9 2 )  . It is also the case that on 

average, women live longer than men, and since older people 

have a higher rate of attendance in the arts lMcCaughey, 1984 : 

.L 1 r .  p. 5 ) ,  *,men fo,m an even greater proportion of the arts 

audience. Also, because women have more economic independence 

than they used to, a greater proportion of their disposable 

income may increasingly go towards supporting the arts. 



In addition, women have always worked i n  t h e  a r t s  i n  

greater numbers than in most other sectors {Chartrand, 1 9 8 7 :  

p, 6 ) -  A study of the Vancouver arts labour farce confirmed 

that the~e are 20% more women than men employed by n m - p r o f i t -  

arts organizations in the city fLok, 1992: p. 381 As i s  the 

case with other e~foyment sectors dominaked by warnen, the 

work is financially devalued: 

. . .the *typicalm not-for-profit arts srganizat i .on 
employee is a 35 year old, single individual who earns 
around $8,800 per annum, plus $4,170 from addi t i snc l l  
sources, Tkis person has a university degree, works an 
average 41 faour a week f 12 - 5  more hours than paid t o  work 
for), spends 15 hours per week on leisuse activities, 
receives 16) vacation days per year fibid: E x e c u t i v e  
Summary) - 

Government funding for the arts and goverment employment 

programs have a1lf)wed women, who have traditionally served as 

u~paid workers in the field, to continue Lo subsidize the arts 

and the economy by working at a 1 ow wage and of ten wich L i t  k le  

job security. 

Since women work in large numbers in the a r t s  

administration field, they are, in effect, often warking 

behind the scenes to promote and present the work of a 

dispropostianate n e r  of male artists. Canada CounciL 

statistics confirm thae individual male artists request and 

receive gsmts En greater n ers than female artists i n  every 

been observed that while women frequently participate as 

dmcers, actors asldi singers in the "interpretive a rcs ,*  men 

have mre often been the clrealtors as writers, plalywrigl-rts, 
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&r,r~ogra,r;i%rs~ ccr::~~sers. The zwre traditiosraZ a r t  f oLms are 

c f t ~ n  sore 2i%eIy co 5e rcafe-dominated Ie.g,, symphony 

ronGuctorsr . kEti.iis- classical ballet is usually choreographed 

ky men, there ase mmy women choreographers in contempor2ry, 

ezperimen~af dasce .  

The federal g s : ~ a r ~ m e n t  has initiated cultural funding 

fax national w a m ~ n "  pgrsgrams such as the National Film 

Board's Studio D, Eut tkese sorts of special programs on a 

Z c x d  scale have been generated by artists themselves, rather 

Chan the m i  P govermwnt or the B , C ,  provincial 

gcsverrmen t . e n  artiszs have come to form enduring 

"paralfel" arcs  sacie~ies in Varico~ver such as FjOmen in View 

Ear the perfanning arts and Warnen in Focus for the visual 

arts. Carof Diliiams has pmckdced a chronology of significant 

events and act f v i z i e s  inv08~inc~ wsmen artists in Vancouver 

over the past 2 0  years ( 1 9 9 1 :  p. 171-205). 

I n  terns f Che ~ozposif,ioli of city council and its 

skaf f , womm have beer: vsstly outnumbered, particularly in 

pasicions sf power, Frances Fitzgibbon, a fumier city 

cultural p b n n e r ,  recalls that when presenting grant 

recnmendatiorrs &a c i t y  counciP in the 1 9 7 8 ~ ~  she would down- 

play the facc  that some were for women-only events, to avoid 

&bat aspece of the project beccming a point of controversy 

with the d d e m e n  ( in ' i e rv iew A~gust 2, 1832)  , 

Mast of ~ h z  cultural planners employed by the city have 

besn mfe, which flay partly explain w h y  women's issues in the 
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arts k11,ve nat bee2 given a high priority. However, women hdve 

served on the for~er Special Council Committee on the Arts, 

the Public Art Cornnittee and the Arts Iaitiative in 

significant a&&rzrs. The participation of women in this 

unpaid capacity has been an improvement over a period of time 

in the early 1 9 7 0 ~ ~  when cultural planners Jonathan Baker dnd 

Ernie Fladeli relied on an informal neework of mdle 

professionals to help them adjudicate arts grants (e,g., M a  

@ m a n ,  Jack Shadboldt, Arthur Erickson and Christopher Daf oe) . 

These individuals were reluctant ta have it known that they 

were passing judgement on the applicants, who, in many cases 

must have been personal acquaintances (interview with Jonathan 

Baker, January 19901.  

The city of Vancouver has yet to identify ways in which 

the role of women in the arts could or zhould be addressed 

through its arts policies, Almost every other conceivable 

disadvantaged group was highlighted as requiring access to the 

arts in the 1989 Social Planning task force review - 

*children, persons with disabilities, seniors, low-income 

people and etlmic comtlnitiesW (June 1, 1988:  p. 6 )  . Women's 

issues in general have been identified as a priority area by 

E h e  Social Planning Department, but the work has been 

primarily oriented to emergency needs such as transition 

houses far battered women (Social ~lanning Eepartment , June 

1 9 9 0 :  p. 3-41 , However, the city's Equal Employment 

OpportrmiEy Program and ~astings Institute training program 



may contribut,e towards greater equity for women both within 

the xmnicipal goverrment bureaucracy as well as in local non- 

profit arts organizations. 

kiomen from minority ethnic groups are increasingly 

recognized as a doubly disadvantaged group in the arts 

fJiwani, 1 3 9 2 ) .  These women have found opportunities for 

collaboration with feminist arts societies, but have at times 

also experienced exclusion and discrimination even there. In 

the recent past, the city has more often chosen women from 

diverse ethnic groups than their male counterparts to sit on 

its arts advisory committees and task forces. 

The Arts Initiative task force is currently considering 

some of the barriers which women experience and has identified 

the following problems in the background research to its 

questionnaire: 

Although women are participants in all aspects of the 
arts, they are not represented in senior levels of 
management or artistic direction. Some funders and 
suppliers not accustomed to dealing with organizations 
managed by women, reflect sexist attitudes which 
negatively affect the bottom line (1992: p, 2). 

Addressing such inequities through structural and policy 

influences will require a commitment to more research in 

women's issues in the local context in order to more clearly 

identify the problems, Because women work in the arts in such 

large numbers, the problems are not always as evident as might 

be the case in a male dominated field such as engineering, for 

example, 

It is a frequent complaint that there are fewer roles 
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for women in theatre than men (and a dearth of roles for- alder 

women in particularf. A statistical study might help to 

confirm the seriousness of this problem, and perhaps provide 

some basis for justifying the establishment of a program to 

encourage women playwrights. Of course, statistical studies 

do not address the insidious problem of sex-role stereotyping 

and sexist representation in general, which is expressed 

through art - whether it be in the performing arts, visual 

arts or in literature. 

Although the greater focus in the city is currently on 

policies to overcorne racism in the arts, it would be a mistake 

to assume that this issue is entirely separate from women's 

issues. Women of colour are forming the new wave of 

leadership in the arts in Vancouver through their involvement 

in such activities as the 1989 In Visible Colours Film 

Festival and the Artists Coalition for Local Colour. These 

women, who have recently started to have some input into the 

city policy-making process by sitting on advisory committees, 

often bring feminist values with them, as well as an interest 

in racial justice, and their impact will continue to be felt 

in the coming years, 



Nates: 

For example, Roberta Beiser has been appointed to the 
Library Board and Elizabeth Ball to the Civic Theatres Board 
and the Arts Initiative task force. Both were unsuccessful 
NPA candidates in the 1990 municipal election. 

The other objectives of the Cross-Cultural Initiatives Program 
are: 
- To develop awareness and understanding of Vancouver's 
cultural diversity among artists, cultural organizations, 
members of the media and the community at large. 
- To assist in the development of the information and human 
resources necessary to promote a cross-cultural approach to 
the arts in Vancouver. 
- To encourage the creation and production of innovative 
artistic works which, by their form or content, sensitize the 
community to emerging inter-cultural relations and issuns, and 
explore new approaches to cross-cultural collaboration (Office 
of Cultural Affairs, 1930: p. 1). 



CHAPTER V. V ~ C O ~ ' S  ART IN PUBLIC PLACES POLICY: 
CORPOMTE ART FOR COMMWNITY ENRICHMENT 

1. Curators of the Urban: 

The increasing presence of art in public places has been 

interpreted as a sign that some artists are rejecting the 

institutional limitations associated with museums and art 

galleries. Art historian and critic Nena Dimi tri jevic  

provides a typical justification for appropriating new public 

spaces for art: 

... the gallery/museum has played out its historical 
function and today this temple of "useful and pleasant 
recreation" has come to deaden the critical power and 
social function of living art..,Most of these buildings 
are just self -indulgent monuments which architects erect 
to themselves and where art is best reGuced to no more 
than decoration for architecture (1987: p. 44). 

While publicly situated art may be an attempt to escape 

the confines of the museum, the inanagement of public art by 

civic authorities has led the city itself to come to be 

regarded as a museum. Like museum curators, civic art 

officials oversee commissions and donations, develop policies 

on the conservation and de-accessioning of works, and, 

increasingly, coordinate temporary exhibitions. 

These practices differ markedly from the past, when 

public art pieces which were donated by citizen's grogps were 

typically accepted by cities regardless of quality, 

suitability to the site, or the cost of maintaining these 

works in perpetuity, While bronze statuary and comemctrative 
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monuments, often showing an affiliation with the British 

empire, are the legacy of early efforts in civic public art in 

Canadian cities, modernism led to the accumulation of other 

types of public art in urban spaces. The least successful of 

these works are known in public art-speak as "plop art" 

because they appear to have been plunked down in an obligatory 

manner in front of skyscrapers. 

As critic Ingrid Jenkner has noted, urban public art has, 

to a large degree, become conflated with private development. 

Because we so frequently encounter publicly sited works of art 

in corporate spaces, they "have become associated with mass- 

address, to be inattentively consumed as if they were 

advertising messages" (Jenkner, 1992  : p. 17) , 

In an effort to improve upon ill-conceived public art 

works, cities have adopted public art policies that encourage 

a kind of integrated or site-specif ic art which often involves 

having artists work collaboratively with architects. This 

process has occurred earlier and much more often in American 

cities than in Canadian cities. Seattle, which introduced 

public art policies in 1973 and now has a collection of over 

2,000 public art works, has become something of a model for 

other North American cities in this area. 

In terms of public art, Canada would appear to be a less 

progressive society than the United States. One factor which 

may have led Canadian cities to lag far behind some American 

cities in public art programs is that while the production of 
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public art came to a standstill during the depression in 

Canada, the Works Progress Administration in the U.S. ( p d r t  of 

Roosevelt ' s New Deal 1 initiated make-work projects which of ten 

included artists working in the public realm. 

For the most part, public art falls under the 

jurisdiction of the municipal government. Apart from 

allocating public funds for art, cities can use their power to 

allow the creation of wealth through property zoning in an 

effort to entice or enforce the participation of private 

developers in public art programs, In 1990, Vancouver's City 

Council adopted 2 comprehensive public art program for civic 

and private development. The policy requires private 

developers that benefit from the rezoning of large areas of 

land to incorporate some form of public art at a rate of $1 

per square foot of development. The city doesn't have the 

constitutional power to make this policy into a by-law, which 

means that its $1-per-square-foot levy could be legally 

challenged by a developer at some point. So far this policy 

has only been applied to major projects sue? as the 

redevelopment of the former Expo site and Coal Herbour. 

Because these "mega-projects" are in the planning stage, the 

city's public art policy has yet to be tested on a large 

scale, 



2. The Discourse and the Reality of Public Art Policy: 

Art in public places is the area of municipal arts policy 

to receive the most interest and commentary in recent years. 

Rosalyn Deutsche has provided a critical analysis of this 

topic in her work, in part by exploring the use of discourse 

in government policy documents governing public art. 

According to Deutsche: 

. . .  the simplifications that pervade mainstream aesthetic 
discourse about public space . . .  reside in the twin 
assumptions that space has objective uses and that 'the 
public' is unified by fundamental values and interests 
(1992: p. 7-8). 

Deutsche is critical of the definition of "public places" 

an empirical entity, such as the definition used in the City 

of Vancouver public art policy: 

...p ublicly seen or accessible structures or areas of 
private developments which are visually prominent during 
daylight hours or open and freely accessible to the 
public for 12 ox more hours daily; and publicly seen or 
accessible structures which fall under City jurisdiction 
(City of Vancouver, October 4 ,  1990: p. 3 ) .  

She argues that the concept of "the public1' is de-politicized 

when the role of social relations in determining the use of 

space is denied, and that the "acceptance of a neutralized 

definition of public lays the groundwork for exclusion . . ." 
(lecture, Vancclilver Art Gallery, June 13, 1991). Deiltsche has 

been particularly concerned about how discussions the 

public realm exclude the growing number of homeless people who 

have been displaced by redevelopment in American cities. 
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One of the stated goals of Vancouverf s public art program 

is to "enrich the community by means of public art" (Oct. 4, 

1990: p. 3 ) .  The use of the word "comnunity," which is 

ubiquitous in arts policy vocabulary, should also be 

critically questioned here. It may serve a 

social/psychological need for citizens to believe that their 

city is a "community," but doing so may also contribute to a 

failure to recognize social inequalities (see Anderson, 1989: 

p . 1 6 )  . While the municipal government in Vancouver gives the 

impression that its policies will bring art to the entire 

city, the focus so far is on persuading the private sector to 

provide art for new residential developments which will be 

predominantly occupied by affluent people. 

When one looks beyond the rhetoric of democratic access 

and civic boosterism which surround public art, the flaws in 

Vancouver's public art heritage become quite readily apparent. 

For instance, there has been a geographical bias towards 

placing public art in the west side of the city (Duncan, 1990 : 

p. 380) - in particular, there is a concentration of public 

works in Stacley Park and on the UBC campus. This inequity 

has not yet been addressed by the city's public arts policies. 

Based on a partial inventory of permanent public art which 

was conducted for the city by its Art in public Places Sub- 

committee in 1987, it would appear that close to 99% of the 

documented works were created by male artists. A 1  though 

women have traditionally been quite active in the arts, the 
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great majority of developers and architects who have been in 

a position to commission artists for their sites are male, 

which is just one of numerous factors contributing to the 

selection of male artists.' There is no mention of this 

obvious imbalance in the city's public art policies or 

published background research material; there is, however, an 

attempt to encourage juried selections of work, which could 

lead to some improvements as long as the juries are 

representative sf a broad range of interests in society. 

Over half of the artists who created public art works chosen 

by the juried process at the Seattle Arts Commission have been 

women, and the commission is attempting to increase the number 

of artists of diverse ethnic backgrounds (interview with Diane 

Shamas, April 7, 1992). 

3. Developing a Public Art policy for Private Development: 

The process of developing the public art policy in 

Vancouver involved consulting not only the usual arts interest 

groups, but also interest groups representing architecture, 

urban design and the development industry. Since private 

developers are largely responsible for funding the program, 

much of the consultation and negotiation was directed towards 

them. One such group, the Urban Development Institute, 

lobbied unsuccessfully for a program in which participation by 

developers would be voluntary rather than mandatory. The 
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institute argued that the program would increase the cost of 

housing by $500-$2,000, which "dppears to be in conflict- with 

the city's objective for the provision of af fordable housingu 

(letter to the mayor and council, Oct. 1, 1990, p. 2). This 

is an exarnple of the lobbying which may have contributed to 

the delay in developing and adopting a public art policy for 

private developments in Vancouver. The City Planning 

Commission had advocated a "per cent for art" formula as edrly 

as 1980 (1980: p. 3 7 )  and the Special Council Committee on 

the Arts had examined public art policies since 1986. 

The city council's ability to prevail over opposition to 

a privately-funded. public art policy, could be taken to 

indicate that Vancouver city government is no longer 

completely in the grips of the development industry, which it 

has been traditionally (see Gutstein, 1975, 1983). However, 

it should also be pointed out that to date it is only 

developers that have been granted "major re-zonings" of land 

that are required to provide $1 per-square-foot of development 

towards public art. These developers are receiving benefits 

e in the re-zoning process, which greatly increase their land 

value and yield substantial profits regardless of the $1 per- 

square-foot levy. Investment in this art will likely make the 

development more attractive to potential renters or buyers and 

enhance the property value of the land. As Deutsche has  

pointed out: 

. . .the presence of 'the aesthetic' - whether errbodied in 



artworks, architectural style, urban design or museums - 
helps give redevelopment democratic legitimacy since, 
Like 'the public, ' art also connotes universality and 
openness ( 1 9 9 2 :  p. 6). 

I n  addition, the "public" art which developers provide may 

actually be privately-ohmed art on privately-owned land. The 

public will have limited access to the art but the activities 

it is able to hold in these areas are generally more 

restricted than those allowed on publicly owned land (e.g., 

public protests), 

Although the proposed policy was circulated to every 

visual arts organization in the city, the general public was 

not adequately corisulted in the development of Vancouver s 

arts policy, which was pointed out by the Community Arts 

Council in its submission to the city, This omission was 

largely the fault of the city council, which directed its 

staff to circulate draft policies to "interested groups", but 

made no provision for public- forums to discuss the proposals. 

4. Putting the Public Art Policy into Practice: 

Part of Vancouver's policy involved the setting up of an 

illdependent' Public Art Commit tee to advise city council and 

consider proposals for public art on city property as well as 

proposals from private developers who must comply with the 

city's $1-per-square-foot policy. By looking at how the 

committee considers a particular project for approval and 
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negotiates with those making the submissian, municipal arts 

policy can be examined at the micro-level, The esarnp 1 E 

dismssed below does not involve private developxnent , because, 

at the time of writing, no artwork has yet been chosen by the 

developers under that provision of the city's policy," 

In 1931 and 1392, the committee was charged with 

approving terrtpolrarily-sited public art works which became part: 

of The Design Vancouver events in February and March 2, 2 9 9 2 .  

The most contraversial proposal for art on city-owned land was 

the one chosen 'by ~esign Vancouver for the Jesicho meadows, 

entitled "Gathering Piace" by Michael Dennis, The carrtroversy 

arose partly because t h ~  Jericho Meadows are considered a 

sacred and healing place by the Musgueam people. Since the 

group of sculptures may be interpreted to suggest na t ive  

themes and since Dennis is not a First Nations person, issues 

of cultural mis-representation and appropriation arose, The 

work includes three large d r u d n g  figures carved from wood, 

but the drumming was c~iticized as an inaccurate pcrtrayal of 

way Nilscpeam people beat drums. The initial proposal for t h i s  

piece, which involved some detailed carving using a Salish 

fish motif, w a s  criticized by cne mernhen: of the c o r r a n i t t e e  a s  

being an example of 'pan-ladianisms or a homogenized view of 

First Hstions culture since the artist was no6 attempting to 

represent the Must;yem cuf ture in particular but native a r t  in 

general. For artistic reasons, the ar~ist eventually decided 

to alter his plsn and not include the carving irt the wozk 
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- * f i ~ ~ r e r y i ~ j w  3aacfi B-i-haei Gennis, jlxiy 19 ,  339921 , 

The rif-j" p:;;blic corntittee approved the piece with 

t h e  stipulatio~ that the organizers would have to obtain the 

Xusquean-E Band * s approml before the project went ahead. The 

rrcsi~tmrit;tee recornended to Design Vancouver that in the future, 

;-,Irere be mazce ari,-m..rce nokice and pcblic debate, particularly 

7 &,,e,e .kc F issues ~f c u l t ~ s r a 2  diversity or political implications 

might arise- The arkist agreed that the exhibition organizers 

should have "done their homework, " and ideally a member of the 

M u s q ~ e a m  band sksukd have Seen involved in the deci sion-making 

f ibid) , 

The Jerichs fiiead~ws example illustrates that art objects 

in the public realm are pdzitenkially even more controversial 

than those in m u s e u m  2nd galieries, since more people usually 

a see t h e m ,  and hecause they may be perceived as officially 

sanctioned pub1 ic swds. As a result, rather than a curator 

or a city staff m d e r  making a decision about an 

instafI.ation, there 4s now a time-consluning, bureaucratic 

process which often occurs before public art is installed. 

Thase serving on &he phiScPic art committees see themselves as 

charged with a public duty which involves sensitivity to 

pareicular comanities or groups - in this case the Musqueam 

people and perhaps other n a i v e  people in general - and 

therefore influenee can be exerted on curators or artists to 

at least  c o n s u k t h e  groups which could potenkialfy voice 

ietee members are put in the 
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delicate position of anticipating and diffusing potential. 

conflicts, while at the same time trying ta avoid the 

perception that they function as censors who dictate public 

taste and values. Since the committee members are a diverse 

group of citizens with varying philosophies about art and the 

public, it is often difficult to reach a consensus on such 

issues. While members who are arts professionals may hold 

some views in common, there are other interests represented on 

the committee, such as representatives of the development 

industry, who might take a more conservative stance on some 

issues, 

One element of Vancouver's public art policy which may 

conflict with its stated goal of "community enrichment" is the 

process whereby the artists or artwork is chosen. Private 

developers are encouraged but not required to have an 

independent jury choose the work; they are free to hire an a r t  

consultant who could make the choice him or herself. If 

developers decide that the use of consultants is most 

expeditious, two problems may arise. A small network of 

people could come to make the decisions about public art in 

the city. Secondly, the art might be of a less diverse nature 

than that  in cities where juries are used. A series of pieces 

could appear which are similar because they are chosen by the 

same people - much like a museum collection. 

The city of Seattle has found that a crucial part of 

their m l t i c u l t u r a ~  outreach program is having people on 



131 

juries who are of diverse ethnic backgrounds and can encourage 

artists from their ethnic groups to enter competitions for 

public art comissions (interview with Stephen Guy, April 7, 

1992). This opportunity may be lost if juries are not used. 

Vancouver should be able to democratize the process by 

using juries for its public art projects on city-owned 

developments, such as the new central library which will be 

embellished by one million dollars worth of public art. 

However, for the time being, city officials seem willing to 

make compromises in the private development arena in exchange 

for the large sums of money which the private sector can 

allocate to art in public places during the present 

construction boom.5 

5. Art Without the Benefit of Public Art Policy: 

Some of the most interesting art to appear in public 

places in Vancouver and other cities are often temporarily- 

sited works which could be described as "oppositional, " 

"socially engagedn or "socially conscious." These works 

respond not only to the physical context of the site, but also 

to the social context and they often tend to reflect on the 

history of the region and government policies such as those 

involving land use and property, Some other popular themes 

are advertising and mass communication as well as issues of 

gender and ethnic representation. 
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One of the most provocative pieces of permanent public 

art is a textual work of brass letters placed on the front of 

the building housing the Del-Mar Hotel and the Contemporary 

Art Gallery, which reads: "UNLIMITED GROWTH INCREASES THE 

DIVIDE."  his piece is worth special attention because it 

illustrates that public art which is not a direct product of 

the government public art policy process is sometimes better 

able to communicate a critique of government policies to the 

p~blic.~ The piece was created by Kathryn Walter and was 

installed in July 1990 as a cooperative project between the 

artist, the gallery and the owners of the building. The 

statement, "UNLIMITED GROWTH INCREASES THE DIVIDE," refers to 

the encroaching development occurring in that city block 

which has seen all of the old buildings housing hotels torn 

down, with the exception of the Del-Mar Hotel. B . C .  Hydro 

acquired the rest of the property on the block to build its 

nsw headquarters, but the family which owns the Del-Mar 

refused to sell the hotel. The drilling and construction 

completely encircling the hotel caused extensive cracking in 

the concrete floor of the Contemporary Art Gallery, which 

rents a part of the building from the hotel. 

The issue of affordable housing which run-down hotels 

like this one provide in the down-town area should not be 

overlooked. As these buildings are torn down to make room f o r  

new developments, people are turned out on the streets. As 

curator Bill Jeffries says of the piece: 



It is directed at those who operate our free-market 
economy in their own interests, while excluding those 
interests that would be "responsive to the needs of the 
community." (1990, p .  2 )  

~ronically, the development occurring around this hotel 

is just the sort of "mega project" which could provide work 

for artists and artwork for the public. Matthew Kangas 

suggests that the very same construction and development which 

created work for Seattle artists, also reduced the low-income 

housing from 60,000 to 6,000 units in less than a decade. 

Kangas states: "It could be openly argued that while artists 

were benefitting from the bonanza, some people, mostly 

anonymous, were actually being hurt" (1989: p. 320). It 

should be considered, however, that Seattle's public art 

program has been publicly funded; there are no requirements 

that private developers install public art works. In that 

regard, Kangas's argument may have stronger implications for 

Vancouver than Seattle, since Vancouver's public art policies 

involve a considerable amount of private funding for public 

art. In the future, Vancouver artists may find themselves in 

a compromisi-ng position if they are working for developers who 

are seen to be contributing to urban problems such as 

increased density and lack of affordable housing. 

policies and practices concerning privately funded 

"public" art provide a complex interdisciplinary topic for 

students of communication. What is needed in this field is 

a greater exploration of the links between public arts policy 
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and the larger social context of other policy concerns 

including land use and urban development. When such links are 

made it will be possible to determine which communities are 

actually being served by Vancouver's public arts policies. 

The role of the city government in public art is evolving 

rapidly in Canadian cities and it is an area which should not. 

be overlooked by those interested in the way government policy 

shapes local culture and the urban environment. 
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Notes : 

1. The selection of an artist for public commissions is a self- 
perpetuating process which usually leads to more work for the 
artist. In the past, certain artists such as Jack Harmon and 
George Norris came to dominate the field in Vancouver, 
producing numerous works and therefore increasing the 
preponderance of pieces by male artists. According to art 
historian Letia Richardson, the work of the one successful 
female sculptor and muralist earlier in the century, Beatrice 
Lennie, has been critically neglected compared to some of her 
male contemporaries 11987) .  

The committee is called *independentw in city literature. It 
is a group of representatives from the arts, architecture, 
the development industry and education who are chosen at an 
"in camera" meeting of city council. They serve on a limited- 
term and unpaid basis. The city's Public Art Program Manager 
participates in the committee, but there are no council 
members involved, 

Contrary to popular misconception, the city's committee does 
not generally involve itself in actually choosing the artwork 
for private or public projects. It is more concerned with 
approving the process of selection, but it will discuss 
potential problems with the actual artwork which a private or 
public body has chosen for installation. 

In the case of "Gathering Place," however, the sculpture was 
located in a hidden area in a parkland, where not many people 
would be likely to see the work, relative to a piece located 
in the downtown, for instance, 

For example, Concord Pacific will allocate approximately $6 
million dollars worth of public art to the redevelopment of 
the former Expo lands ($8 million, including maintenance and 
administration costsi. 

The Contemporary Art, Gallery, which installed the work, is 
funded by all three levels of government. 



CHAPTER VI. CONCLUSIONS 

It is on the purely instrumental physical services that 
we must practice the most stringent economy, even 
parsimony; it is on the political and educational 
services that we must spend with a lavish hand, This 
means a new order of design and a different type of 
designer: it means that the emphasis will shift 
progressively from the stage-set to the drama, and that 
the handling of the social activities and relationships 
will engage the fuller attention of the planner. In 
time, this will have the effect of reducing the 
instrumental arts of town planning to fairly stable 
routine, while a greater amount of energy and economic 
support will be set free for the expressive arts: 
painting and sculpture, drama and music, will again have 
greater importance than sanitation and sewage and the 
studious habits of antisepsis. 

Lewis Mumford (1940: p, 484) 

Mumford's extensive research into the history of cities 

and their planning af forded him with the knowledge to make 

such a visionary statement over 50 years ago. It is an ideal 

which has yet to be realised, but certainly city governments 

in North America have come to value the arts more highly over 

the past few decades than was the case in the past. This 

thesis is intended to be a contribution towards the public 

knowledge of the city of Vancouver's historical involvement in 

the arts so that its inhabitants may be better informed when 

they address the social and policy challenges of the future. 

The historical overview provided in this thesis offers a 

 ort trait of a city which is attempting to overcome its past as 

a colonial, racially biased society where cultural and arts 

institutions functioned both to preserve a European high- 
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cultural tradition, as well as to exclude people on the basis 

of their ethnic or social background. Throughout the century, 

immigrants to the city and their descendants gradually built 

up an infrastructure in the arts which is now being called 

into question. As patrons of the arts and unpaid volunteers, 

middle and upper-class women played an important role in the 

cultural preservation of their European heritage. Whi 1 e 

feminist researchers should continue to emphasize the work 

that women have done in the arts throughout the century, it 

also must be acknowledged that as those who were largely 

responsible for cultural preservation, women at times also 

served to uphold the elitist and exclusionary function of the 

institutional arts, The city government, while lagging 

behind the cultural initiatives of its citizens through much 

of the century, has in the past two decades attempted to take 

a leading, proactive role in social and cultural planning. 

The influence of the "corporate city" model and the municipal 

focus on the servicing of property have prevented the city 

from fully realising its potential in cultural development. 

During this time, however, the municipal government has 

steadily broadened both its mandate in the arts and its 

cultural grant allocations in response to the changing social, 

political and economic trends affecting the city. Two factors 

which have enhanced the local development of the arts include 

the availability of federal funding for special projects in 

the 1970s (through Local Initiatives Programs and Opportunity 
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for Youth Projects) and the creativity and commitment of the 

social/cultural planning staff. 

The necessary expansion of municipal arts funding over 

the years - partly to compensate for a lack of regional, 

provincial and federal funding (see Appendix 7) - has put. the 

city government in a fairly respectable position compared to 

what other Canadian cities contribute to the arts and cclltur~ 

(see Appendix 8 )  . However, the distribution of cultural funds 

is still heavily weighted towards the maintenance of the 

city's major arts organizations. Economic pressures have also 

led to an interest in economies of scale and the consolidation 

of services, rather than "community development" through the 

arts. 

The programs which were initiated by city cultural 

planners in the 1970s,  such as the Children's Festival and the 

Folk Festival, continue to meet a social demand in the city. 

From the first cultural development work of the 1 9 7 0 ~ ~  to an 

emphasis on the arts as economic commodity in the 1980s, there 

is now a greater recognition of social justice issues in the 

arts in terms of access to the arts as well as more fairly 

distributing scarce resources. "The community" is starting to 

be recognized as a fragmented entity, and a cross-cultural 

paradigm is currently being used in an effort to bring about 

greater interaction between ethnic groups and improved race- 

relations. More culturally diverse arts organizations and 

programs are coming to be recognized through the allocation of 
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public funds; however, the mainstream institutions which 

receive the bulk of the funding from the city continue to lack 

social and ethnic diversity in terms of employment, membership 

on the board of directors and opportunities for artists. The 

most highly paid and prestigious positions frequently go to 

men in a labour force which is predominantly female. These 

demographic imbalances indicate an institutional resistance to 

pressures for change which are coming both from government, in 

tke form of policy and less formal measures, as well as from 

the grassroots, in the form of advocacy and protest. A key 

decision for government funders at all levels will be whether 

to continue an approach of offering incentives for reform, or 

whether to force change in the arts sector by placing more 

conditions on grant allocations. 

While the city has attempted to demonstrate to arts 

organizations that their staff and boards should be more 

representative of society as a whole, to some extent issues of 

social class have been overlooked. Nor has the position of 

women in the arts been seriously considered by the city to 

date. 

It has long been realized that it is most important to 

reach people while they are still in the school system. But 

unless the arts are valued to a greater degree throughout 

society, it seems unlikely that they will become a high 

priority in the local educational system. Scarcity of 

provincial funding for education since the 1980s has made it 
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particularly difficult to advance arts programming in the 

local schools. 

Vancouver's unique structure of a separately elected 

Board of Parks and Recreation, with its history of a lack of 

cooperation and coordination of policies between the city 

council and the Park Eoard, has in some ways put the city at 

a disadvantage. The Park Board/community centre 

infrastructure could come to be an effective new force in 

community development through the arts if the Park Board is 

able to enact policies which steer the community centres 

towards the intelligent use of their funds and resources in 

the arts. The city council and its staff should make every 

effort to assist the Park Board in realising this goal, in 

order to fulfill its own responsibility for neighbourhoad 

development and its commitment to improving access to the 

arts, which has always been presented as a fundamental goal. in 

Vancouver municipal arts policy. 

The goal of increasing access to the arts means that 

citizens should be involved as more than passive consumers of 

education and the arts. Research for this thesis has lead me 

to conclude that citizens are not fully welcomed into the 

planning process. The City of Vancouver must make a political 

commitment to authentic public involvement in its planning 

process. Ideally, this goal could be achieved through 

neighbourhood planning councils. The current centralized 

structure could also be improved by using a system of 
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interlocking cornittees and public outreach, such as Burnaby 

and Edmonton implemented in drafting their arts policy plans. 

When experts are consulted, a field of knowledge is 

delimited to some degree by the nature of those experts. For 

the most part, arts professionals have an expertise in their 

particular discipline or arts administration but not 

necessarily in community development through arts and culture, 

which is needed in Vancouver and most other North American 

urban centres. Fortunately, the arts have not been as male- 

dominated as other fields of human endeavour and there have 

also been some small changes in terms of increased ethnic 

diversity at the level of citizen's advisory committees on the 

arts. 

The arts have come to achieve a far higher profile in 

municipal governinent than was once the case. Based on the 

experience of other cities, Vancouver's government is starting 

to accept the concept of integrating arts policies into an 

overall city plan which covers land use, environment, transit 

and other major municipal concerns. Although there was no 

mention of the arts in Vancouver's "Central Area Planu 

(planning Department, May 1 9 9 1 )  covering land-use in the down- 

town {apart from design and heritage issues), the arts will 

undoubtably be part of the overall City Plan which is just 

being undertaken at the time of writing. As others have 

stressed, comprehensive policies are neededwhich enshrine the 

importance of aesthetic and cultural issues in the municipal 
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government's mandate in order for  the  arts  to be fully 

incorporated into the disparate functions of the civic 

bureaucracy (e.g,  Duncan, 1990). 

As with other areas of pub1 i c  policy, arts policy-makers 

increasingly recognize that: the normative nature of their work 

is perhaps its mast important feature- Mew priorities in 

policy may c d l  for redefinitions of some of the conceptual 

underpinnings of this field which were discussed at the 

beginning of this thesis: art, culture, community and policy. 

The people who are most resistant to redefining and adapting 

these concepts to suit changing social priorities are often 

those who believe in maintaining a strong distinction between 

amateur and professional art and who believe k h a t  art is 

somehow removed from politics and larger social issues. As 

mentioned in the first part of the thesis, beLieEs in Lhe 

elite role of art and artists have been inherited par t ly  from 

stack British cultural influences as the ideas of Matthew 

Amold- The Massey Commission and subsequent arts policy 

documents at all levels of government in Canada have attempted 

to reconcile the contradictions and tensions between a helief 

in liberal-democrsrtic vafcles and Eondness for the e l i t e  

culture of European society {Litt, 2990: p .  2 5 f .  While these 

eff ores have ctsn&air,ed dissent for several decades inrreas irig 

pressure for change is leading to a re-evaluation of same of 

the kraditional philosophies upon w h _ ~ L  Canada has built its 

euEturaL policies- 
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- r rph r jugh  -- - rhrs S ~ C S ~ S  has  stressed the importance of local 

, = O k ~ + :  flee. =-A -.'% - ~ i ~ 5 c . r -  * i~  he e-zckztion of municipal policy, it 

ELSE Be acknc4wEsc3geCi that, despite its geographic isolation 

frcm che rest of the coun t ry ,  the city of Vancouver is not a 

self-csntairred t:arLd, Larger political and sccial influences 

will cf int inuaZly d~,ee~ine the  direction that local activists 

and gmficy-mkers  cake, I c w  of the political changes which 

Canada is urrdergcsing f i  t,he 1930s have +he potential to 

radicaffy alter ehe role of the municipality in cultural 

~kanxing a d  & v e P z ~ x x i l .  Apart from the increasing 

~~;ar"tir;ipa+icm o f t i o z ~ n  and e t h n i r ~  minority groups in positions 

of power, these changes include the impending federal 

eons~itutional realignment and native self-government. 

Whether increased responsibility might be thrust upon 

mr4ni~ipa.I.i ties by a devslut ia;n of cuL tural funding to the 

s .  provinces, sr whether munncspilities will continue to 

gradual1 y s k r e n g t h e n  ehe locaX arts in•’ rast~acture at their 

own pace, the role 02 the city in focal c22fture will continue 

Eo take on increasing prominence. Advances in native self- 

government: will also bring a new dimension to local cultural 

pdiLcy in Canada, partieular;y in British Cofmlbia whose 

naeive paptzla",ion is t , k  rmst cufkuralfy diverse of any 

~rovince ,  w i E h  27 different na t ims .  

This thesis has ssggested that  it Is not only government 

policy processes and programs which are of importance; the 

values and discourse of policy documents must also be assessed 
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in light of the policy results and the sectors of the city 

which are served and those which remain excluded. In a truly 

democratic society, one of the chief objectives of public 

policy is ahays the dermcratization of resources and 

services + PoEicy-makers and cultural critics alike must 

continually assess whether government policies and practices 

meet this goal. la 1892, Vancouver's civic government is 

working towards making its implicit policies more explicit, 

while reevaluating structures and policies in an effort ta 

make khem more effective and equitable, 

Regardless of the various permutations in discourse, 

practice and resource allocation which make up arts policy, 

social changes will continue to find expression through art in 

bath a positive and negative sense. Artists are not the 

romanticised figures of Western cultural traditions; they 

reflect the imperfect surroundings and power imbalances which 

exist elsewhere in society. But in spite of a growth in 

government policy and bureaucracy, it 1;; cot possible to fully 

contain or control the arts. Important art will continuously 

challenge the prescribed definitions and discourse imposed by 

policy- 



APPEHDIX I: PEOPLE INTERVIEWED 

Rae Ackerman 
Director, Civic Theatres Department 
City of Va~.couver 

Ingrid Alderson 
Executive Director 
Community Arts Council of Vancouver 

Stuart Backerman 
former Senior Cultural Planner 
City of Vancouver 

Jonathan Baker, former Social Planner 
and Alderman, City of Vancouver. 

William Bruneau, Trustee 
Vancouver School Board 

Margot Butler 
Association for Non-Commercial Culture 

Libby Davies, Vancouver City Councillor 

Michael Dennis, sculptor 

Frances Fitzgibbon 
Former Social Planner 

Ernie Fladdell, former Social Planner, 
City of Vancouver 
Former Executive Producer and President, 
Vancouver Children's Festival 

Susan Gordon 
Recreation Program Consultant 
Vancouver Board of Parks and Recreation 

Stephen Guy 
Assistant Director 
Seattle Arts Commission 

Sherazad Jamal, artist, member of the 
--- Artists' - - Coalition for Lecal Colour 

Diane Kadota 
Member of the former Special Council 
Committee on the Arts 

July 28, 1992 

March 4, 1992 
July 23, 1992 

July 29, 1992 

Jan 18, 1990 

July 18, 1992 
(by phone) 

Feb 28, 1992 

Feb 12, 1992 

July 19, 1992 
(by phone) 

Aug. 2, 1392 
(by phone) 

July 8, 1992 

July 13, 1992 

April 7, 1992 

July 14, 1992 

May 17, 1991 



Wayne LaRiviere 
Administrator and Artistic Director 
Spirit Song 

Richard ~emaire, Former Executive 
Director, Vancouver Cultural Alliance 

Catherine Murray, member of the Arts 
Initiative Task Force and Associate 
Professor, Dept, of Communication, SF'U. 

July 27, 1992 

Feb 8, 1991 
Jan. 13, 1992 

July 9, 1992 

Brian Newson Nov 21, 1991 
Public Art Program Manager, City of Vancouver 

Alice Niwinski Nov 6, 1989 
Cultural Planner, City of Vancouver June 16, 1992 

Dennis Nokony 
Arts Development Officer 
Burnaby Parks and Recreation 

Aug 7, 1990 

Haruks Okano, Artist and writer July 29, 1992 
Member, Artists' Coalition for Local Colour (by phone) 

Alix Sales, Cultural Planning Analyst, July 2, 1992 
City of Vancouver 

Diane Shamash 
Public Art Program Manager 
Seattle Arts Commission 

April 7, 1992 

Donna Spencer Nov 14, 1989 
Managing & Artistic Director, 
Firehall Arts Centre and Chair of the 
former Special Council Committee on the Arts 

Viola Thomas, Independent Producer August 19, 1992 

Dennis Tupman, former District Principal July 7, 1992 
of the Performing ~rts, (by phone) 
Vancouver School Board 

Burke Taylor 
Senior Cultural Planner 
City of Vancouver 

July 29, 1991 
D e c  4, 1991 
(group mtg. 1 

Andrew Todd March 4, 1992 
Vice-president, Cultural Policy 
Community Arts Council of Vancouver 

Eorenz Von Fersen 
Cultural Planner, City of Vancouver 

July 4, 1990 
(group mtg-1 



APPENDIX 2 Number of Organizations Receiving 
City of Vancouver Cultural Grants 

S ~ u r c e :  Office of C u l t u r a l  A f f a i r s ,  City of Vancouver, 
1 9 2  



APPENDIX 3 :  Citg of Vancouver 
Spending On the Arts 

Source: O f f  ice of Cultural Affairs, c i t y  of 5~anr:ouv(.-r,  
I Y X ?  
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APPENDIX 5: CIVIC CULTURAL GRANI"I' BY ART FOIUM 1992 

/ TOTALS 124 52,621,501) I 00.0% 



Yar~couver SF; hool E m  t-d I--- I Vsncouver El  ectors 

Ar ts  Ini t iat ive 
Task Force 1 

Eql~a1 Ernplcty ment  - C i  t g  Manager 
Of f i ce  

e 
I I I 

1 Social Plannina f I Ci>iii Theatres 1 I Plannina 1 

Heritage 
and Design 1 

Note: On1 LJ bodies w Mc h are di rectl g rele5tsnt to muni c i  pal j ttri sdiction 
irt at-tsi'cultural pcrlicy are shown 



APPENDIX 7: 

Federal and Provincial Arts Expenditure 
1988-90 

Nore: .4rtr i s d d e ~  htrq h. e x f o m q  iiru tnd thll Am a d  Gafri 
Soar  S t a m  Caxida. 97-2X. T a w  Tortl Eqxaditnica on C=imrs By k n o n  zild Pi- 



APPENDIX 8: THE PER CAPITA EXPENDITURES OF SELECTED 
CANADPAN MUHPCfPAEPTPES ON THE ARTS, CULTUFtE AND HERITAGE 

Per Capita 

Chilliwack, B.C .  
Delta, B.C. 
Edmonton 
Halifax 
Hami 1 ton 
Hope, B.C. 
Kamloops, B.C.  
Kelowna, B . C . 
Kingston 
Lethbridge, Alta 
Nanaimo, B.C. 
North Vancouver 
Montreal 
Moose Jaw, Sask 
Nepean, Ontario 
Portage La Prarie, Man 
Prince Rupert 
Saint John 
St. Albert, Alta 
Surrey, B.C. 
Monct on 
Ottawa 
Toronto 
Trois-Rivieres 
Varkcouver 
Victoria 
West Vancouver 
Vernon 
Whitehorse 
Yellowknife 

Source: Federation of Canadian Municipalities, Survev of 
Municiwal Exwenditures on Arts, Culture and Heritase, 
February 1 9 9 1 .  



APPEhQIX 9: CHRONOLOGY: A M ' S  AND GOV-E:N-miNT POLICY IN 
THE CITY OF VAN COWER^ 

1885 Chinese Benevolent Association formed. 

1886 City of Vancouver incorporated. 

1894 Vancouver Art, Historical and Scientific 
Association formed. 

1903 Agreement reached between Vancouver Arc, 
~istorical and Scientific Association and city 
government regarding housing museum collection in 
Carnegie Library. 

1919 Vancouver Symphony Society incorporated under 
the Benevolent Societies Act (Becker, 1989: p. 5). 

1925 Vancouver School of Applied and Decorative 
Art opened (later to become the Emily C a n  College 
of Art) . 

Town Planning Commission established. 

1930 Vancouver Symphony Orchestra resurrected. 

1931 Vancouver Art Gallery built with private donations 
on city-owned land. 

1936 Vancouver's 50 year Jubilee Celebration. The 
City Government purchased several public art works 
that year including some Kwaikutal totem poles for 
Stanley Park and 3 statue of Captain George 
Vancouver at City Hall. Outdoor concerts and 
theatre productions were staged at Malkin bowl I n  
Stanley Park and elsewhere in the city. 

1937 Non-Partisan Association (formed to defeat Co- 
operative Commonwealth Federation) won majority of 
seats on council and continues to hold power of 
city government until 1972. 

1940 First Theatre Under the Stars production at Malkin 
Bowl in Stanley Park. 



City council gave the VSO its first grant, $2,000, 
which was increased the following year to $5,000. 
(Becker, 1989, p. 172) . 

1945-46 Junior League's commissioned study, The Arts in 
Our Town, recommended the formation of an arts 
council. Mayor Cornett appointed an interim 
committee to write constitution and by-laws for 
the Community Arts Council of Vancouver - the 
first one in Canada, 

Massey Commission reported. 

Canada Council established. 

B.C.  Centennial Year. City built the 
Maritime Museum as a Centennial project. 

Vancouver began its artist-designed street banner 
program in honor of the B.C. centenary. 

The Vancouver International Festival was launched 
at the new Queen Elizabeth Theatre, and was the 
first local project to receive a Canada Council 
grant. A fund-raising drive headed by Mary Roaf, 
Thea Koerner and Mrs. Reginald Arkell had also 
raised $250,000 for the event. 

Vancouver Chinese Chamber of Commerce sponsored a 
four-day festival for the Chinese New Year, which 
was the first large-scale celebration of the event 
in Vancouver. 

Vancouver Opera Association established. 

Canada Council approached city of Vancouver with 
an offer of funding to establish a regional 
theatre company. Vancouver City council struck a 
committee to conduct a search for a resident 
professional theatre company, which led to the 
establishment of the Vancouver Playhouse Theatre 
company (Chess and Groberman, 1987), 

Vancouver Art, G a l l e r y  started to receive regular 
funding from the municipal government (City 
Manager's Report, B e c ,  1; 1977), 

Theatre Under the Stars folded in 1963, but was 
revived in 1969. 

City commissioned Vancouver Community Arts Council 
to study the city government's cultural grants. 



1965-66 Professor Ian McNairn conducted a survey of a r t s  
support in Vancouver which concluded that the city 
bore a disproportionate cost for drama, music and 
dance for the province, which could be corrected 
by a provincial fund for the arts (Applebe, n.d.: 
P .  2) - 

1967 B.C. government established the British Oolunlk>id 
Centennial Cultural Assistance Fund by an act of 
parliament, transferring $5 million to the 
Provincial Treasury, the annual interest of which 
would be used for "stimulating the cultural 
development of the people of the Province." 
(British Columbia, 1967: Chapter 7, p ,  2 3 )  

Provincial government appointed a Centennidl 
Cultural Fund Advisory Committee to adminis t.er t h e  
Cultural Fund and make recommendations directly to 
the minister of Finance for disbursement of 
grants. The committee established policies to 
develop cornunity arts councils, which were 
required to form themselves into non-profit 
societies in order to receive funding. 

Greater Vancouver ~egional District established. 

1968 Vancouver city government established a Department- 
of Social Planning and Community Development ( t h e  
latter half of the title is later dropped). 

Vancouver Centennial Museum opened. 

First "Intermedian workshop staged f a  multi-medid 
experiment involving music, dance, film, painting 
and sculpture) , 

1971 Social Planners began cultural planning work. 
Federal Local Initiatives Program f u n d i n g  used to 
open the O&yssey Gallery (which later became the 
Greater Vancouver Artists Gallery, and then the 
Contemporary Art Gallery). The original purpose 
of the program was to provide work for local 
artists and to acquire a city-owned collection of 
local w o r k s  {Contemprary Art Sallery, 2.985: ? =  
41. The public collection is said t~ be the f i r s t  
such program in Canada, predating the Canada 
Council Art Bank by 18 months fYaszouver Art 
Gallery, 2983,  p. 3 3 8 ) .  



19-72 TEE34 elected to city council, breaking 
decades sf HTA control on city council. 

CI c r n i c  Fiadell hired by the city as the Senior 
Socis1 Planner responsible for cultural services 

tzanuarx=i 3. Paul Schafer submitted his report, A 
C u B ~ ~ r a l  Sunrey  of British Columbia f commissioned 
by Eke British Columbia Centennial Cufturaf Fund 
in June, 1979). Schafer concluded that 
".,.ccltural deTfePopnent lags well behind 
econadc, social, educational, recreational, 
taurisoic and athletic development in most, if not 
ail, corners of the Province" iibid: p, 73 1 . 
&rang his retomendations were: 

- that the gmwrment appoint an arts panel 
EQ t he  9 . C .  Centennial Fund composed of 
represen~atives of the cultural community to 
advise the government and the Fund on future 
c~l$usal directions, and to evaluate grant 
appl%catisns libid: p .  76) ; 
- that che cuieural community establish a 
federation af 8 , C .  community arts councils 
tibid: p, 7 7 j  

City Cau~cil appointed a seven-member citizen's 
cuPLurai advisory committee which resigned a year 
fate* i n  2ra~est over City Cuuncilts 
indecisiveness on funds for culCuraf grants, 

Pr~vinciaB Secretary Ernie HhP1 announced plans 
far a new cuikuraB poiicy for the province* 
Nini Balrd, who was appointed by the provincial 
gsvernmenE as *cmnsuPtant animoeur* submitted a 
repork caiiing for the estabiis-~lexent of regional 
a r e s  baards and the fornation of central Arts 
Board ka replace che grants ad:kax-y commitCee for 
the B , C _  @de:nral Fwd fEIaird: June 363, 1,9741, 



B , C ,  Cultural Programme established. 

Social Credit Government elected to provincial 
legislature, 

City' organizes Festival Habitat, 
B - C -  Cultural Programme renamed "Cultural Services 
Branch, 

City Council approved the establishment of an 
Interim Cultural Advisory Committee to recommend 
on the structure, purview and terms of reference 
for a pe-anent committee on the arts, including 
"a general outline of what elements should be 
considered in the development of an overall civic 
poliq towards the artsw (Interim Cultural 
Advismy Committee, May 19, 1977, p. 1.) 

(May) B,C,  Culturai Services Branch sent a 
questionnaire to all clerks and mayors of B.C. 
munieipafities to solicit responses concerning the 
attikudes of municipal oLficials toward municipal 
aid to the arts. (British Columbia, July 1977: p .  
3.)  The report was never published. 

First Powell Street Festival heid in Oppenheimer 
Park. 

City Social Planning Department established the 
Children's Festival. 

Assembly of B - C ,  arts councils established 

Ernie Fladell left employment with the city. 
Frances Fitzgibbon ran cultural planning for the 
year until Stuart Backerman hired as Senior 
CuZtural Planner. 

Unity slate of COPE and Civic Independents elected 
to city council with Michael Harcourt as mayor. 

Arts Mean Business: Bn Economic Im~act Survey of 
Vancouver3s Non-Profit, Cultural Industry. wrictan 
by city .sultural  planners to attract corporate arid 
political support for the arts. 

Conservative party elected to federal goTrexnmenrit. 

Vancauver Partnership for Business and the 
established fl984-19895. 



*-985 B.C. Provincial Secretary Jim Chabot announced a 
$10,000 grant, to be natched by the city and the 
Centennial Commission, in order to co-ordinate a 
marketing strategy to help Vancouver arts groups 
survive competition from Expo '86. 

1986 (March) Provincial Secretary Grace McCarthy 
announced a $1.8 million "Arts Challenge Fund" to 
help major arts groups with deficits. The 
funding, obtained from B.C. Lottery revenues, 
would provide $2 for every $1 provided by local 
governments, The city negotiated a portion of the 
funds for groups which did not have deficits. 

Expo ' 86 held in Vancouver, causing a loss of 
revenue for some local arts organizations. 

(October) B.C. Ministry of Tourism, Recreation and 
Culture announced $2 million Cultural Tourism 
Pilot Project, one of five across Canada which 
were icitiated by the federal government. 
Participants in the project to promote Vancouver 
arts as a tourist attraction in the U.S. were the 
municipal government, Tourism B.C., Tourism 
Vancouver and the Vancouver Partnership for 
Business and the Arts. This was the first time 
the provincial government had highlighted 
professional arts in tourism advertising. 

NPA regained control of city council with Gordon 
Campbell as mayor. 

Senior Cultural Planner Stuart Backerman resigned. 
Cultural Direction for Vancouver: A Policy Guide 
for the 1990s, written by Backerman and Social 
Planning staff, rejected by city council. 

Mayor Gordon Campbell appointed a 12-member task 
force to revive the VSO (Becker, 1989, p .  175). 

New Senior Cultural Planner appointed (Burke 
Taylor) . 
In Visible Colours Film Festival. 

City Council creates a fund of $50,000 for "Cross 
Cultural Initiatives" in the arts, 



1990 City adopts a Public Art Program for Civic and 
Private Development, requiring private developers 
of large rezoned areas of land to donate $1 per 
square foot of development towards public art. 

Cultural Planning Division of the Social Planning 
Department renamed "The Office of Cultural 
Affairs" to give it a higher profile. 

special Council Committee on the Arts (in 
existence since 1977) discontinued by city 
council. 

New Democratic Party elected to provincial 
government. 

1991/92 Artists' Coalition for Local Colour formed to 
protest Vancouver Art Gallery policies and lobby 
for access for artists of colour in the arts. 

1992 (Januarry) Mayor Gordon Campbell established a 15- 
member Arts Initiative task force to "look at the 
state of the arts" in Vancouver. The task force 
is due to report to council in October 1992. 

1, For a more detailed chronology of arts events in Vancouver 
see the Vancouver Art Gallery publication, Vancouver Art and 
Artists 1931-1983 (October, 1983). See also, Carol 
Williams, "A working chronology of feminist cultural 
activities and events in Vancouver 1970-1990," Vancouver 
Antholow: The Institutional politics of Art, Stan Douglas, 
ed., 1991. 



BIBLIOGRAPHY 

Note: Documents from the City of Vancouver and newspaper 
articles are listed separately below. 

ACTRA National Standing Committee on Equal Opportunities (The 
Alliance of Canadian Cinema, Television and Radio Artists) . 
Equal Omortunities to Perform. A Study of the role of 
performers who are members of visible and audible minority 
groups in Canadian communications media. Rita Shelton 
Deverell, Principal Investigator. ACTRA: 1987. 

Anderson, Benedict. Imasined Communities: Reflections on the 
Orisin and Spread of Nationalism. London/New York: Verso, 
1989. 

Andrews, Vian, ed. The Encvlowedia of Canadian Municipal 
Governments. 1991 ~dition. Burnaby: Municipal Publishers, 
1990. 

Applebe, Frank and Judith Jardine. The Community Arts Council 
of Vancouver Throush the Years. Vancouver: n.d. 

Arnold, Matthew. Culture and Anarchy. John Dover Wilson, ed. 
Cambridge: Cambridge University Press, 1957. 

Assembly of British Columbia Arts Councils. "Arts policy 
making : profile of an arts policy for Burnaby, B.C. " 
Prepared fo: the Assembly by Linda Power, January 1991. 

Bailey, Robert. Rapport : The Arts, People and 
Munici~ali ties. Toronto : Canadian Conference of the Arts , 
2978.  

Baird, Mini. Access to the Arts. A Report to the Provincial 
Secretrary on the Feasability of the provincial Policy 
&nounced Apri 1 1974, Based Upon Public Meetings throughout 
the Province and Written Reactions to the Policy April-June, 
1974. Victoria: Printer to the Queen, June 30, 1974- 

B a i r d ,  Nini. The Arts In Vancouver: A Multi-Million dollar 
Industrv. Commissioned by the Community Arts Council of 
Vancouver for presentation to the Vancouver Board of Trade, 
1976, 

Balkind, Alvin. "On ferment and golden ages," Vancouver Forum 
I. Douglas & Mclntyre: 1992. - 



Becker, John. Discord: The Story of the Vancouver Symphony 
Orchestra. Vancouver:  righ house Press, 1 9 8 9 .  

Bourdieu, Pierre. Distinction: A Social Critique of the 
Judsement of Taste. Translated by Richard Nice. London, 
Melbourne and Henley: Routledge & Kegan Paul, 1984. 

~ourdieu, Pierre et al. The Love of Art: European A r t  
Museums and their Public. Translated by Caroline Beattie arid 
Nick Merriman, cambridge: polity Press, 1991. 

British Columbia. "An Act to Establish the Centennial 
Cultural Fund, " Assented to 23rd March, 1 9 6 7 .  Victoria : 
Printer to the Queen, 1967, Chapter 7, p .  23 ,  

British Columbia. Arts B.C., July 1977. 

British Columbia. Vancouver Charter. Printed by A. Sutton, 
Printer to the Queen's Most Excellent Majesty in right of the 
Province of British Columbia, 1964. 

Buchignani, Norman and Doreen M. Indra, with Ram Srivastiva. 
Continuous Journey: A Social History of South Asians in 
Canada. Toronto: McLelland and Stewart Ltd/Ministry oE 
Supply and Services, 1985. 

Burgoyne , Nancy, The Canadian City as Cultural Patron. 
Unpublished paper, Carleton University, April 1985 .  

Canada. Canadian Mxlticulturalism Act. (Bill C-331 O t t a w a :  
Supply and Services, July 12, 1988. 

Canada. Fundina of the Arts in Canada to the Year 2 0 0 0 ,  The 
Report of the Task Force on Funding of the Arts. O t t a w a :  
June 1986. 

Canada. Multiculturalism and Citizenship Canada. 
Multiculturalism ... Beincl~ Canadian. Ottawa : Silpply and 
Services, 1987; revised 1989, 

Canada. Royal Commission on Bilingualism and BicuftuzaPisn. 
Book IV: The Cultural Contribution of the Other E t h n i c  
Groups. Ottawa: Queen's printer, 1954. 

Canada. Royal Commission an National Develo~rnerrt of Arts, 
Letters and Sciences: 1949-52. Ottawa: 1951, 

The Canada Council . Recommendat ions of the k&riso_rtr Cormti t t ee 
to the Canada Council for Racial Eaualitv in the Arts and The 
Response of the Canada Council, Ottawa: January 1992. 



The Canada Council, Eesearch & Evaluation. Provincial and 
Metr~~olitar, Accounts 1971 t.s, 14387 (4th Edition) . Ottawa: 
Janua r f  1989.  

The Canada Council, Research & Evaluation. Trends in Support 
to the Arts: Technical Tables, Ottawa: February 1 9 9 0 .  

Canadian Conference of the Arts, "Arts in the municipalities: 
Canadian mayors discuss the arts," Arts Bulletin. September 
1975. p. 3 0 ,  

Canadian Conference of the Arts, Arts Bulletin: 
Municipalities and the Art. Volume 12, N u m b e r  1. Fall 1987 
issue. 

Canadian Conference of the Arts, Municipalities and the Arts: 
Inventory of Municipal Cultural Material in the Resource 
Centre of the Canadian Conference of the Arts, Ottawa: CCA, 
1989 

Canadian Conference of the Arts. The Third Stratew, Ottawa: 
2984. 

Canadian Parks/Recreation Association. Recreation Canada. 
Ottawa: May 1988. 

Chartrand, Harry Hilfmm. The Arts and Local Government in a 
Post-Modern Econow. A Research Monograph presented to the 
1987 Annual Con•’ erence sf the Canadian Conference or' the Arts, 
Caf gary . 

Chartrand, Harry Hiflmn, Research Director, Canada Council. 
Local Government and the Arts: The Investment, the Dollars, 
the Jobs and the Votes. Presented to the Local Government 
Forum, University of Ottawa, May 22, 23 & 24 ,  1985. 

Chess, Steven and Michael Groberman. The Twenty-Fifth 
Arrlziversarv of the Vancouver Playhouse Theatre Company. 1987. 

Cole, Douglas and Ira Chaikin. An Iron Hand man the Peo~le: 
The Law A s a i n s ~ h e  Potlatch on the Hurthwest Coast. 
Vaneouver/Terontor Douglas 82 NcIntyre Press; Seattle: 
Vniversity of Washington Press, 1990. 

Contempcsraxy Art Gallery, Ten Years Later, (Exhibition 
guide) Vancouver: 1986, 



Corrigall, Melodie. "The Vancouver civic museum: the 
struggle for accom=odation, Vancouver History. vol , 1 9 ,  No. 
1. November 1979. Published by the Vancouver Historical 
Society, 

Cwk, David. How Cities Support the Arts. A U.S. Confel-ence 
of Mayors Background Paper. Washington, D.C.: 1981 

Dagg, Anne Innis, The 50% Solution: Why Should Women Pay for 
Men's Culture? Waterloo: Otter Press, 1986.  

Dallmayr, Fred R. "Critical Theory and Public Policy," Policx 
Analysis: Perspectives, Concepts, and Methods. Willidrn N. 
Dunn, ed. GreenwichiLondon: JAI Press Inc., 1986. 

Decima Research and Les Consultants Cultur'inc Inc, Canadian 
Arts Consumer Profile 1990-1991 Findinss. May 1 9 9 2 .  

Deutsche, Rosaf-yrm , "Art and public space: questions of 
democracy, " Art in Public Places : A Case Study of Vancouver. 
VAG Documents If, Judith ~astai, ed. Vancouver Art Gallery: 
1992 (forthcoming) . 

Deutsche, Rosalyn and Cara Gendel Ryan. "The fine art of 
gentrificatiun, * October : The First Decade, Annette 
Michelson et af, eds. Cantbridge, Massachusetts/London, 
England: M I T  Press, 2987. 

'DiPaaggio, Paul 3 .  *Cultural entrepreneurship in nineteenth- 
century Boston, " Nsn~rof it Enterclrise in the Arts : Studies in 
Mission and Constraint, Paul. 3. DiMaggio, ed., Yale Studies on 
Eonprofit Organizations- New York: Oxford University Press, 
1986. p. 41-61, 

Bimitrijevic, Nena, *Meanwhile, in the real world," FlashArt, 
No. 134, Hay 3.987, p. 44-49, 

Douglas, Stan, ed, Vancouver Antholow: The Ins~itutional 
Politics of Art, A Project of the Or Gallery. Vancouver : 
Talonbooks, IS2S2I- 

Derncan, Alan Sfater. Plahininq S t ra tew for Public Art City of 
Vaneouver . Masf er of Arts Thesis, School of C'orr1zritlrrit;. and 
Regional Pf anning, Enivarsity of British Cof  ilmbia, Vancowfeu : 
I\E"ave&es 19 9 0 , 

Edmonton: A C i t y  f t x  the 2Est C e n t u r v f R e n q t  of khe Cultural 
Futures Project, Edmonton: December, 1982 .  



Federation of Canadian Municipalities. Capitaiizins on 
Herita~e, Arts and Culture: Stratesies for Canadian 
Municipalities. December 1991. 

Ferguson, David. "Vancouver: In search of cultural utopia," 
Proscenium. Summer 1992, Volume 1, No. 3: p. 28-33. 

Fladell, Ernie. Unpublished speech to a Saskatchewan 
conference on festivals. November 17, 1990, 

Freedlander Gibans, Nina. The Community Arts Council 
Movement: Historv, ~pinions, Issues, New York: Praeger 
Publishers, 1982. 

Gerecke, Kent, ed, The Canadian Citv. Montreal/New York: 
Black Rose Books, 1991. 

Giddens, Anthony and David Held, ed. Classes, Power, and 
Conflict: Classical and Contemporary Debates. Berkeley/Los 
Angeles: University of California Press, 1982. 

Globerman, Steven. Culture, Governments and Markets: Public 
Policy and the Culture Izdustries. Vancouver: The Fraser 
Institute, 1987. 

Globerman, Steven. Cultural Requlation in Canada. Montreal: 
The Institute for Research on Public Policy, 1983. 

Greater Vancouver Regiona3 District. Report of the 
Subcommittee on Cultural Fundinq. October 11, 1989. 

Guildford, Peter. The Develo~ment of Professional Theatre in 
Vancouver. Masters Thesis, University of British Columbia, 
1981. 

Gutstein, Donald, The New Landlords: Asian Investment in 
Canadian Real Estate, Victoria: Porcepic Books: 1990. 

Gutstein, Donald, "Vancouver," Citv Politics in Canada. 
Warren Magnusson & Andrew Sancton, eds. Toronto: University 
of Toronto Press, 1983. 

Gutstein, Donald, Vancouver Ltd. Toronto: James Lorimer & 
Company, Publishers, 1975. 

Hall, Stuart. *Motes cn deconstructing 'the popular'," 
P w s i e  ' s His top i  and Sociafist T h e o ~ ~ .  Raphael Sasuef , ed. 
London: Routledge & Kegan Paul, 1981. 



Hendon, William S., ed. The Arts and Urban Development: 
Critical Comment and Discussion. Monograph Series in Public 
and International Affairs No. 12. A publication for the 
Center for Urban Studies, The University of Akron: August, 
1980, 

Horizon Pacific Consultants Ltd. The Cultural Impact of Expo 
' 8 6  on Selected Institutions in Vancouver. Vancouver: 
Horizon Pacific Consultants, 1987. 

Horowitz, Helen Lefkowitz. Cult~zre & The City: Cultural 
Philanthropy in Chicaqo from the 1880s to 1917, Lexington: 
university of Kentucky Press, 1976. 

Jamal, Sherazad. "TMnere outreach meets outrage: Local Colour 
and the Vancouver Art Gallery, " Front Maqazine, Jan/Feb 1992. 

Jeffries, Bill. "Kathryn Walter: UNLIMITED GROWTH INCREASES 
THE DIVIDE," (Exhibition guide). July 19, 1990. 

Jenkner, Ingrid. "Sculpture in the diminished field, " C. 
Winter 1992, p .  14, 

Jiwani, Yasmin. "Culture and Recreation," Women's Resource 
Guide British Columbia/Yukon. Simon Fraser University Public 
Interest Research Group. Women's Resource Guide Working 
Group. Revised 1992. 

The ~unior League a•’ Vancouver. The Arts and our Town. A 
Community Study of Cultural Interest and Activities Sponsored 
by the Junior League of Vancouver, 1945-1945. Vancouver, The 
Keystone Press Ltd., n.d. 

Rangas, Matthew. "Art in public places: Seattle, " Art in the 
Public Interest, Arlene Raven, ed. Ann Arbor: UMI Research 
Press, 1989, 

Kilian, Crawford. *The future of Vancouver education, " 
Vancouver Forum 1 : Old Powers, New Forces. Max Wyman, ed . 
Vancouver: Douglas & Mcfntyre, 1992. 

Kreisberg, Luisa- Local Government and the Arts. New York: 
1981. 

Laf ortune, Etenoit, *Les politiques cdtr?relles a San 
Francisco, Barcelone et Montreal: fnvestissernent, 
Deeentralisation et Participation.* trai ties : Revue de  
1'Amenasement. Vo.  2 ,  IJo. 3 ,  1990 .  p. 39-55.  



Leveillee, Jacques et Benoit Lafortune. "Culture rnuniciwale 
et municipalisation de la culture," Le Sablier. ~ecermer 
1953, Vol. 7, No, 2. 

Litt, Paul. "The Massey Commission as intellectual historv: 
Mathew Arnold meets ~ a c k  Kent Cooke." Practisinq the Arts i n  
Canada. Canadian Issues: Vo1. XI. Montreal: Association 
for Canadian Studies, 1990. (Proceedings of the Annual 
Conference for the Association for Canadian Studies, May 31- 
June 2, 1988, University of windsor.) 

Lok, Christina E. The Not-For-Profit Arts Community in 
Vancouver 1990 - A graduation essay. Faculty of Graduate 
Studies (Comercei , University of B.C.  ~pril, 1992. 

Lord, Gail Dexter and Ted Silberberg, "Applied research in 
municipal cultural master plans and policies,;' Recreation 
Canada, December 1991, vol. 49, No. 5: p. 32-33. 

Magnusson, Warren and Andrew Sancton, eds. City Polities 12 
Canada. Toronto: University of Toronto Press, 1983. 

McCaughey, C. A Survey of Arts Audience Studies: A Canadian 
Perspective 1967 to 1984. The Canada Council, Research and 
Evaluation Section, September 1984. 

MacDonald, Norbert. Distant Meishbors: A Comwarative History 
oi Seattle and Vancouver. Lincoln: University of Nebraska 
Press, 1987. 

McIvor, Christine and John Elvidge. "~unicipal arts 
policies," Rscreation Canada. May 1988, p.  8. 

McQuillen, Michael. The Develowment of Munici~al Socialism in 
France. 1880-1914. PhD Thesis, University of Virginia: 1973. 

Mishler, Elliot G. - Research Interviewinq: Context and 
Narrative. Cambridge, Massachusetts: Harvard University 
Press, 1986. 

Mitchell, David. 'Culture as political discourse in Canada," 
Communication Canada: Issues in Broadcastins and New 
Technolosies. Rowland Lorimer & Donald Wilson, eds. Toronto: 
Kagan and Woo, Limited, 1988. 

Montias, John Michael, nPublic support for the performing 
arts in Europe and the United States, " Nonprofit Enterprise in 
the Arts: Studies in Mission and Constraint. Paul J. 
DiMaggio, ed, Yale Studies on Nonprofit Organizations. New 
York: Oxford University Press, 1986. p ,  287-319, 



Mulczhy, ~evin V. and C. Richard Swai, eds . Public Policy .and 
the A r G .  Westview Special Studies in Publ ic  Policy and 
Public Systems Management Boulder, Colorado: Westview Press, 
1982. 

Mwnford, Lewis. The City in History. New York: Harcouz-t, 
Brace and World, 1961. 

Mumford, Lewis. The Culture of Cities. London: Secker & 
Warburg, 19 4 0, 

Okano, Haruko . "Cross-Cultural Initiatives Project for the 
Western Front 1991-1992." (Unpublished paper). Vancouver: 
Western Front, June 1992. 

Ostry, Bernard. The Cultural Connection: An Essay on Culture 
and Government Policy in Canada. Toronto: McClelland and 
Stewart Limited, 1978. 

Paquet, Gilles. "Multiculturalism as national policy," 
Journal of Cultural Economics, Vol. 12; No. 1, June 1988. p. 
17-35 

Perloff, Harvey S. et a;. The Arts in the Economic Llife oE 
the City. A Study by the Urban Innovations Group, School of 
Architecture and Urban Planning, University of California. 
New York, American Council for t h ~  Arts: 1979. 

Pick, John. The Arts in a State: A Study of Government Arts 
Policies from -m~ient Greece to the Present. Bristol : 
Bristol Classical Press, 1988. 

Plunkett, T.J. and G.M. Betts, The Manaqement of Canadian 
Urban Government. Kingston, Ontario: The Institute of Local 
Government, Queen's University, 1979. 

Porter, Robert, ed, The Arts and City Planninq. New York: 
The American Council for the Arts, 1980. 

Reid, Barton- "The story of the new middle class, " - The 
Canadian Citv, Kent Gerecke, ed. Montreal/New Yorlc: Black 
Rose Books, 1991- 

Xichardson, Letia. First Class: Four Graduates from the 
Vancouver School of Decorative and Applied Arts, 1929 .  
Vancouver: Tne Floating Curatorial Gallery, Women i n  Focus: 
1987, 

Robinson, Noel, History of the Art, Kist,orical and S c i e n t i f i c  
Association: Vancouver's First Cultural ~ssociation. 
Vancouver: 1944. 



Rosatnick, Abraharn/Concord Pacific Developments Limited. 
Pacific Place Public Art. Vancouver: Concord Pacific 
Developments Limited, 1991. 

Salter, Liora. "Community Radio - Five Years Later - concept 
and development in revieb." Paper prepared for the Canadian 
Broadcasting League Conference, St, Mary's University, 
Halifax, Nova Scotia, August 12, 1976. 

Sancton, Andrew. Conclusion, City Politics in Canada. Warren 
Magnusson and Andrew Sancton, eds. Toronto: University of 
Toronto Press, 1983. 

Schafer, D. Paul. A Cultural Survey ~f British Columbia. 
Presented to the British Columbia Centennial Cultural Fund, 
British Columbia Government, January 13?2. 

Schafer, D. Paul. "~unicipal Arts Policy: Vision to 
Reality." ~npublished paper, 1986. 

Schafer, D. Paul and Andre Fortier. Review of Federal 
Policies for the Arts in Canada (1944-1988). Ontario: 
Canadian Conference for the Arts/Communications Canada, 1989. 

Seattle Arts Commission. The Arts in Seattle: Lookins to the 
Future from 1990: Conditions and Ors~ortunities. March 1990. 

Seattle Arts Commissicn, ~ulti-Year Plan 1990-1993. n.d. 

Seattle Arts Commission, Outreach Plan: ~thnic, Minoritv and 
Culturallv Diverse Comunitv. April 1990. 

Seattle Arts Commission. Outreach Year-End Report. December 
1990. 

Smith, Andrea. "Labour and Municipal Politics," Workins Lives 
Vancouver 1886-1986, The Working Lives Collect,ive. 
Vancouver: New Sear Books, 1985. p. 189, 

Smith, Patrick J, 'The Making of A Global City: The Case of 
Vancouver 1943-1982,* Paper for the Institute of Public 
Arlmi:ristration of Canada. Halifax, Nova Scotia. August 1991. 

Statistics Canada, The Dailv. Tuesday, April 28, 1992. 

Sulenan, Zoal, *Organizing for a different memory: Artists 
of cofaur and strategies for change," Paraiieiosramme, Vol. 
18, No, I, 3.992, 

"Telling our own story: Appropriation and indigenous writers 
and performing artists-" Final. Report {unpublished paper), 
1990. 



Tindal, C - R e  and S -  Nobes Tindai .  Local Government in Canadd 
(Third Edition). Toronto: McGraw-Mill Ryerson Limited, 1990. 

Tippet t , Maria. Makins Culture: Enqlish-Canadian 
~nstitutions and the Arts before the Massey C o m i s s i o n  . 
Toronto: university of Toronto Press, 1998. 

Thorn, William Wylie. The ~ i n e  Arts in Vancouver, 1E86-1930 :  
An Historical Survey. Masters Thesis, university of B r i t i s h  
Columbia (Department of ~ i n e  Arts), 1969, 

Twigg, Alan, Vancouver and its Writers, Madeira P a r k  : 
Harbour Publishing: 1986, 

Vancouver Art Gallery. Vancouver: Art and Artists 1931-1983. 
Vancouver Art Gallery: 1983, 

Vancouver Board of Parks and Recreation. '"ark Board A r t s  
Policy" (Questionnaire). June 4, 1992. 

Vancouver Board of Parks and Recreation. The First 100 Years  : 
An Ilustrated Celebration. By R ,  Mike Steele. 1988. 

Vancouver Cultural Alliance. Civic Theatres B r i e f .  
Unpublished paper, Hay 12, 25390, 

Vancouver Foundation, Annual Report 1991- 

Vancouver Urban Research Gro~p, F o r e v e r  ~ e c e i v i n c l  Y o u :  The 
Politics of Vancouver Development (revised). Vancouver 

Watson, Scott. "Art in the fifties: Design, l e i s u r e  and 
painting in the age of anxiety, * Vancouver: Art and Ax t i s t s  
1931-1983, The Vancouver Art Gallery, 1 9 8 3 ,  p .  72-101. 

Williams, Carol- * A  working chronology of feminist c u l t u r a l  
activities and events in Vancouver: f 9?Cl-l936, " Vancouver 
Antholow: The Insthtucionai Politics of Art., . Stan Douglds, 
2d. Vancouver: Talonbooks, 1991, 

W i L f i m s ,  Raymond. "The Arts Council 19779, " irz.~sources of 
Hope : Culture, D e r m c r s e y ,  Socialism. Robin Gale, efi  . Londrm/ 
New Y o r k :  Verso, 1989,  

Williams, Raymond. Culture and Societv 1780-1350, London: 
Chat'io & Windus Ltd,, 2957, 

W i L l i a r s l s ,  Raymond, K e ~ ~ m r d s :  E T J a c a b ~ P a ~  of C u l t u r e  and 
Socketv. Londlaw: Fsneana Press, 1988, 



eds . Yancouves: M e x  Star Books Ltd. , 1986. 

Woodcock, George, Strarz-ae Bedfellows: The State and  the  Arts 
in Canada- VancauverdToront~: Douglas & Mcfntyre, 1985 ,  

Zuzanek, Jiri ,  "14~aicipaf Support for the Arts in Canada. " 
tJnpubkished pager. Canadian Conference of the Arts, May 1987. 

City of Vancouver Documents: 

A Pub l i e  Art Proqram for Civic and Private D e v e i o w m e n t .  
October 4 ,  2990. 

City Manager, Task Force R e e o r t  on Social Planninq. June 16, 
1989, 



City Eanager's Report. "The Vancouver A r t  Gallery, A Report 
on t,he Eistosy oE  eke Relacionship, Financial Arrangements, 
and the Responsibilities B e t w e e n  the City and the A r t  G d l l e r y  
1931-63." Dece~ber I, 3 9 7 7 .  

City Planning Comtiss ion-  Goals fo r  Vanccuver. Februdry 
1980 - 
I n t e r i m  Cultural ~dvisorqr Cantmi t tee.  Report to Counci  i . M C I ~  

19, 1577; approved by Council May 31, 1977, 

Mayor A r t  Phillips, Memo to Council on Cultural  Grants. 
January 15, 1973,  

Minutes of t h e  "Jancsuver City Council Meeting, February 12, 
1 9 8 5 .  

Office of C u l C u r a P  Affairs, Social Plann ing  Department-. 
Cross-Cultural Initiatives Proaram: Guidelines drtd 
Inseruetions. D 9 0 e  

O f f  ice of C u l t r s r a E  lif fa i rs ,  Social Planning flepartinent . 
Cultural Grant Prasrarns S~rins 1992 to S ~ r i n s  1 9 9 3 .  

~Lanning Department, Central Area Plan: Goals and Land Use 
P o l i c v  Pro~osaE. May 1991. - 
Social Planning DepartmenE, A Public A r t  Proqrarn f o r  
Vancouver. {draft reprt)  J ~ n e  1 ,  1990 .  

Sscial Planning Do.par t~ent ,  Pol  i r j b ~  P - e ~ g r  t : r :u i ture ,  
Cultural EaciE icy PrisriQies and Projects P.e:~iewed, December 
12, 1991, 

Social Planning Department. R e m r t ,  June ,  1990. 



Social Planning Department. Social Planninq: A Ten Year 
Re~ort, Dece~ber 2977 .  

Social Planning Departfnent. Social Planninq Department: 1980 
Review. A Report to Vancouver City Council. May 15, 1980. 

Social Planning Department. Social Planninq Department: A 
Profile. 1980. 

Social Planning Department. Social Plannins Department: 
Projects, Activities, Administration and Staff inq. (Report to 
City Manager for City Council), July 7, 1987. 

Social Planning Department. Social Planninq Department 
Review. June 18, 1982 

Social Planning Department. Summary Report: Social Planninq 
Department Resource and Workulan Re~ort. June 20, 1990. - 
Social Planning f)epartment. S u m a w  ReDort: Social Planninq 
De~artment Review (Report to City Manager for Community Issues 
Cc)mittee). N~vember 12, 1986. 

Special. Advisory Committee 02 Disability Issues. Vancouver 
92: An Overview of City Prosrams & Services for People with 
Disabilities. April 2992. 

Special Council Committee on the Arts. An Overview of Arts 
Facilities, October 24, 1988, 

Special Council Committee on the Arts. Art in Public Places 
Prosress Remrt. February 14, 1990. 

Special Council Committee on the Arts. Minutes, April 8, 
1991. 

Special Cauncif Committee on the Arts. Minutes, January 4, 
2.978. 

"Fkre Sub-Committee on Cultural Diversity of the Special Council 
Committee rrn t h e  Arts- An interim Report prepared by the 
Ch-lkrman of the  Subcommittee on Cultural Diversity, Jo-Anne 
B i r n i e  Danzker, in csllaborakion with Frances Fitzgibbon and 
Doreen Jensen, June 1491, 

Sub-Camrttee onMu1ti-Cultural andcross-Cultaral Development 
within the V E L ~ C C S P U ~ ~ ~  A r t s  C ~ m m n i t y ,  Interim E e ~ o r t  for 
Dkscussian, December 11, 1489, 

Task Farce on Social Planning, Report of the Task Force on 
Social PZanninq, 31~x2 1, 1989. 



Vancouver Arts ~nitiative. "Questionnaire," April 1992. 

Vancouver Arts Initiative. Work Book. July, 1992. 

Vancouver City Planning Comission. "Culture and the A r t s , "  
Goals for Vancouver. Vancouver, 1980. 

Vancouver City Planning Commission. "Rewort on Arts and . ., 
Culture, " Vancouver's Future: Towards the Next Millions. 
Vancouver: 1989, 

Newspaper Articles: 

Allen, Bob. "A not-so-civil servant: Call him for culture," 
The Province. May 16, 1974. p. 55. 

Allen, Bob- "Cultural Advisory Committee resigns: We've had 
it - up to here!" Tkie Vancouver Province. March 2, 1974. 

Chatelin, Ray. "Committee to chart arts' course: Advisors to 
eliminate cultural chaos,* The Vancouver Sun, June 25, 19'77. 

Cox, Sarah. "Planner exits early as arts report tossed out," 
The Vancouver Sun. October 30, 1987, p .  82. 

Godfrey, Stephen. 'B.C. arts: low man on the totem poLe," 
The Globe and Maif- April 4, 1987: p. C I .  

Godfre;r, Stephen. "The fine art of compromise: p a i n t e r s  and 
politicians find middle ground on 'illegal' studios," 
Globe and Mail, April 30, 1988: p.  C2, 

Moya, ~iguel, "Cultural action plan urged for city, " 
iPancrouver Sun, N o v e m b e r  21, 2955 : p . A 2 3 ,  

Sinclair, Clayton, "Cities turning to developers for h e l p  
with a r t s  problems, " The Vancouver Sun. PTovemfser 23,  1988 : 
p- D I G -  

Spence, Craig. "Private affair for arks, * The Vdnlff U V C ~  

Courier, November 27, 2985: p. B2. 

Ibfmn, M a x .  "Friday: day of ar"e in f ement, " The F.'lanc.ouver_ 
Sun, &larch 2, 1 3 7 4 ,  - 


