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SUMMARY 

 In this thesis, I examine whether the installation of public art works 

within Chicago neighborhoods is correlated with certain indicators of urban 

economic development, namely crime levels and new business development. 

Research on the economic benefits of public art is becoming increasingly 

important for policy makers who are concerned with the future of urban 

planning. While much qualitative research exists on how public art 

influences community development, there is limited quantitative research 

that confirms or disproves hypotheses of public art’s economic impact.  

I have chosen to investigate the relationship between public art and 

economic development within Chicago because the city has a long history of 

supporting public art projects, as well as future plans to increase such 

support. To better understand how small and medium scale public art works, 

such as street murals and sculptures, might influence urban economic 

development, I focus my research on non-downtown Chicago neighborhoods. 

To evaluate my research question, I collected information on roughly 270 

public art pieces across 11 Chicago wards, and analyzed Chicago crime and 

new business license data sets from 2001 to 2016.  

After running several fixed effects regressions with my panel data, I 

found that the total number of public art works per ward is significantly 

correlated with the ward’s number of crime instances and new business 

licenses. There are several limitations to these results, which I describe in 
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detail in my discussion section. Despite these limitations, these results 

provide promising evidence for how public art might influence urban 

economic development in non-downtown city neighborhoods.   

I. INTRODUCTION 

History of Public Art in the United States and Chicago 

 Since the late 20th century, public art has been recognized as both an 

instrument and byproduct of American urban development. During the late 

19th century, an unprecedented proportion of the country’s growing 

population migrated to cities, which at the time lacked the infrastructure for 

such rapid expansion (Arneill, 2007). From widespread sanitation issues to 

dangerously overcrowded streets, many local residents and public officials 

began to realize that urban planning was necessary to create hospitable, 

scalable metropolitan centers (Huggins, 2006).  

One particularly successful case of urban planning was the 1893 

Chicago World Fair, which showcased the great innovation, civic pride, and 

beauty that can come from planned urban settings (Huggins, 2006). This 

World Fair inspired a new wave of urban planning called the ‘City Beautiful 

Movement,’ which sought to improve the aesthetics of American cities 

(Huggins, 2006). This movement gave rise to the notion of urban public art 

within the United States. While various forms of public art have always been 

a part of human civilizations and metropolitan centers, the ‘City Beautiful 
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Movement’ helped establish public art as a tool that could enhance and 

support urbanization across the United States.  

  Even before the start of the ‘City Beautiful Movement,’ political 

leaders within Chicago were concerned with the condition of the city’s streets, 

parks, and public spaces, and they saw public art as a way to enhance the 

city’s development. In fact, the earliest extant piece of Chicago public art is 

the Volunteer Fire Fighters' Monument, which was created by Leonard W. 

Volkn in 1863 (Rice & Ali, 2015). While Chicago’s enthusiasm for public art 

diminished after the Great Fire of 1871, the 1893 World Fair reinvigorated 

the city’s drive to include public art in its urban planning initiatives, and it 

the set the scene for an era of public art commissions in Chicago (Sokol, 

2004). Through its active attempts to embody the aesthetic ideals of the 20th 

century ‘City Beautiful Movement,’ Chicago developed enduring precedents 

for its urban planning and public art investment.  

 While the federal government was not involved in the aesthetic 

planning processes of cities, it significantly increased the prevalence of urban 

public art through the Federal Art Project during the Great Depression era. 

As part of President Roosevelt’s New Deal and Works Progress 

Administration, the Federal Art Project (1935-1943) invested roughly 

$35,000,000 into the creation of over 44,000 new visual art works, which were 

installed at public buildings across the country (Mavigliano, 1984). In 

addition to supporting the creation of new art works, the Federal Art Project 
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established more than 100 community art centers and galleries across the 

country, which significantly increased public awareness and appreciation for 

the visual arts (Mavigliano, 1984). 

The director of the Federal Art Project, Holger Cahill, was an adamant 

advocate for expanding the realm of American public art, which he believed 

was a necessary remedy for the ills of industrialization (Mavigliano, 1984). In 

his introduction to the New York Museum of Modern Art’s New Horizons in 

American Art, Cahill states that American industrialism had “a fearful 

clutter of unlovely things, and this in turn has resulted in a degradation of 

popular taste, since these objects provide the only art that many individuals 

know” (Mavigliano, 1984). Cahill believed that “the American artist had 

rarely experienced a full and open relationship with the public and that this 

cleavage became increasingly apparent under the stress of the social and 

economic uncertainties of the 1930’s” (Mavigliano, 1984). While Cahill 

recognized the need to create these ‘full and open relationship[s] with the 

public’ in rural areas that had little access to art, he also intended to 

introduce art into the “poorer sections of large cities” that were most affected 

by industrialization through the Federal Work Projects (Mavigliano, 1984).   

Chicago used funds from the Federal Art Project to expand its existing 

public art collection and infrastructure (Sokol, 2004). Hundreds of fresco and 

oil murals were created for numerous schools, hospitals, and post offices 

(Sokol, 2004). Because the first administrator of Chicago’s Federal Art 
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Projects was opposed to the notion of democratizing the art creation process, 

Chicago initially did not use the federal grants to construct community art 

centers or fund children’s art classes (Sokol, 2004). Yet, subsequent directors 

had a more liberal perspective and allocated funds to arts education services 

(Sokol, 2004). In fact, the only surviving arts center created from the Federal 

Arts Project is the South Side Community Art Center, which continues to 

operate to this day (Sokol, 2004). The New Deal programs fundamentally 

changed the course of public art development in Chicago and several other 

American cities by increasing the prevalence and significance of urban public 

art. 

Several years after the Great Depression, Philadelphia built upon the 

New Deal arts programs and enacted a novel method of local public art 

funding. This method, which was created by the 1959 Philadelphia ‘percent-

for-public-art’ ordinance, further integrated public art into the city’s urban 

planning process by requiring certain land development projects to invest 1% 

of their hard construction costs into public art (Bhatt & Ryan, 2010). 

Developers of these projects can choose to commission an original piece of 

artwork for the site, donate to the city’s Fine Art Development fund, or 

choose an alternate method of public art investment (such as leasing 

storefront space to a non-profit arts groups) (Bhatt & Ryan, 2010 ). As a 

result of this percent for art program, which has been in place for over 60 
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years, over 400 additional public artworks have been added to the city (Bhatt 

& Ryan, 2010). 

Not only has the ordinance significantly changed the public art 

infrastructure of Philadelphia, but it has also influenced the rest of the 

country, including Chicago. Since the percent for art program was passed in 

Philadelphia, over 350 other municipal governments have created similar 

edicts (Bhatt & Ryan, 2010). In 1972, the federal government established the 

Government Services Administration (GSA) Art in Architecture, which set 

public art requirements for the construction of federal buildings (Mavigliano, 

1984). Chicago followed suit six years later and passed its own Percent for 

Art Ordinance, which requires that “1.33% of the cost of constructing or 

renovating municipal buildings and public spaces be devoted to original 

artwork on the premises” and that “at least half of the commissions be 

awarded to Chicago area artists to provide opportunities to the local arts 

community” (City of Chicago). Philadelphia’s innovative policy for public art 

funding significantly contributed to the expansion of urban public art after 

the Depression era, and it is one of the most important policies for current 

public art development in American cities. 

Before establishing the GSA Art in Architecture Program, the federal 

government created the National Endowment of the Arts (NEA) in 1965 

under President Johnson (Bauerlein & Grantham, 2009). The NEA was 

founded to continuously promote American artistic creation and innovation 
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(Bauerlein & Grantham, 2009). While the NEA funds a wide variety of arts 

projects, it has a specific program dedicated to public art called the ‘Arts in 

Public Spaces’ program (Bauerlein & Grantham, 2009). Through this 

program, which was created in 1967, the National Endowment for the Arts 

has been able to fund more than 700 public art works across the country 

(Bauerlein & Grantham, 2009). Since 1970, the NEA ‘Arts in Public Spaces’ 

program has awarded grants to hundreds of Chicago public art projects and 

largely contributed to the city’s public art collection (Bauerlein & Grantham, 

2009).  

From the ‘City Beautiful Movement’ to the National Endowment of the 

Arts, the form, significance, and scope of public artwork in the United States 

and Chicago has significantly evolved. As public art has evolved, it has 

become increasingly incorporated into urban planning processes, and it is 

now considered an integral part of American cities. As such, it is crucial to 

understand how urban public art can influence its surrounding urban 

community, especially in terms of economic development.  

Recent Public Art Developments in the United States and Chicago  

 Numerous public and private organizations have been established in 

the last few decades to support the development of American urban public 

art. One noteworthy example of private sector support for public art is the 

2014 Bloomberg Philanthropies’ ‘Public Art Challenge,’ which invited mayors 
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of American cities with over 30,000 residents to submit proposals for 

temporary public art projects that demonstrate close collaboration between 

artists and city government (Bloomberg, 2014). Michael Bloomberg decided to 

create this challenge because he believes that public art can significantly aid 

urban development: “Public art can transform a city scape…[and] contribute 

to a neighborhood’s economic vitality” (Bloomberg, 2014). The challenge 

engaged hundreds of cities across the country, and by the challenge 

application deadline, over 200 cities across the United States, including 

Chicago, submitted proposals (Bloomberg, 2014).  

 Bloomberg has good reason to believe that temporary urban public art 

works can “contribute to a neighborhood’s economic vitality.” In 1999, the 

infamous “Cows on Parade” temporary public art exhibit on Chicago’s 

Michigan Boulevard generated roughly $200 million from increased tourism 

(Hanig, 2000). This sculpture display was suggested by a local business 

owner, who was enchanted by Zurich’s “Cows on Parade” collection while 

vacationing in Switzerland (Hanig, 2000). Given that the 300 temporary cow 

sculptures only cost $1.5 million for the city to create, the parade is 

considered a resounding economic success (Hanig, 2000). Furthermore, after 

the cow sculptures were removed from Michigan Boulevard, they were 

auctioned off and raised $3.4 million for charitable causes (Hanig, 2000). 

Chicago’s 1999 “Cows on Parade” program was so successful that over 80 
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cities across the world have enacted similar temporary cow sculpture exhibits 

(Hanig, 2000). 

 In fact, many of the Chicago’s public art works have been initiated and 

created by local citizens and artists. Since the late 1960s, Chicago artists and 

civilians have come together to coordinate, finance, and produce hundreds of 

murals across the city. This mural movement was motivated by Chicago 

citizens’ desire to beautify neighborhood streets, promote local pride, and 

encourage social justice. Often times, these mural projects would receive 

support from non-profit community arts organizations, such as the Chicago 

Public Art Group (initially named the Chicago Mural Group) (Gray, 2001). To 

this day, the CPAG continues to facilitate “creative partnerships between 

artists and communities in an effort to transform and enhance the lives of 

residents in urban Chicago neighborhoods” (Chicago Public Art Group). As a 

result of these efforts and partnerships, public murals have become 

embedded into the city’s streetscape and remain an important part of Chicago 

neighborhood development. 

 In the last ten years, municipal leaders and aldermen have increased 

their commitment to enhancing the city’s arts infrastructure by allocating 

more funds to neighborhood arts programs. With these additional funds, 

several community arts organizations have created new public art initiatives, 

such as Roger Park’s ‘Mile of Murals’ project (2007 to present), Bucktown’s 

‘Orange Walls Mural Project’ (2011 and 2013), and the 25th ward’s ‘Art in 
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Public Places Initiative’ (2012 to present). All of these programs aim to 

support local development by transforming neglected or underutilized areas. 

According to the organizers of the 25th ward’s ‘Art in Public Places Initiative’, 

“economic benefits [to the ward] may be realized through the implementation 

of public art initiatives” (Ward 25). Given that aldermen have shown 

increasing support for funding public art programs, it is important to analyze 

the extent to which public art can support local economic development. 

During 2017, there will be a city-wide coordinated effort to increase 

urban public artworks through the 50x50 Neighborhood Arts Project, which 

apart of Chicago’s ‘Year of Public Art’ (City of Chicago, 2017). Inspired by the 

50th anniversary of two of city’s most seminal public artworks (the Picasso 

sculpture in Daley Plaza and the destroyed ‘Wall of Respect’ mural) and the 

city’s 50 wards, the Department of Cultural Affairs and Special Events 

(DCASE) is offering up to $1 million for the generation of new public 

artworks in 2017 (City of Chicago, 2017). If Aldermen choose to participate in 

the program, the DCASE will match up to $10,000 in public art funding (City 

of Chicago, 2017). Given this imminent increase in the city’s public artworks, 

it is more important than ever to gain a better understanding of how public 

art influences the economic development of Chicago’s non-downtown wards.  
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Literature Review 

 While there are a plethora of qualitative studies about public art’s role 

in urban development, there are only a few studies that aim to quantitatively 

analyze public art’s influence on urban economic development. According to 

Carl Grodach, who is a professor of Urban and Regional Planning at the 

Queensland University of Technology, “there is growing interest in the arts in 

community and economic development, yet little research examines the 

dynamics of community-based arts institutions to inform urban planning and 

policy” (Grodach, 2011). Despite this lack of information, urban planners 

frequently refer to public art as a tool for economic development: “Beyond 

enhancing aesthetics, incorporating public art into planning can enhance 

economic development, build community engagement, and create 

communities of lasting value that are both equitable and sustainable” said 

Jennifer Henaghan, the Deputy Research Director of the American Planning 

Association (McClure, 2017). In this thesis, I aim to provide results that can 

substantiate or refute these claims of public art’s economic impact, and thus 

help urban planners make more informed public art investments. 

One study that sheds light on public art’s role in urban community 

development is the 2012 Knight Foundation’s Soul of Community study. This 

study aimed to understand the factors that “attach residents to their urban 

communities and the role of community attachment in an area's economic 

growth” (Loflin, 2013). After surveying over 43,000 people in 43 cities, the 
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Knight Foundation concluded that “social offerings, openness and welcome-

ness,” and the “aesthetics of a place – its art, parks, and green spaces,” 

ranked higher than education, safety, and the local economy as a “driver of 

attachment” to choosing a place to live and open a business (Loflin, 2013). 

Furthermore, after comparing residents’ attachment levels to their 

communities’ GDP growth, the study found that resident attachment was 

significantly related to economic outcomes for the urban communities (Loflin, 

2013). In fact, the cities with the “highest levels of attachment had the 

highest rate of GDP growth” (Loflin, 2013). Thus, this study provides 

promising evidence of how public art can serve as an urban economic 

development tool. 

Another study that investigates the relationship between public art 

and community development is Shannon Knoblauch’s 2015 thesis for the 

University of Illinois at Chicago Masters of Psychology program. Titled 

“Relations of Public Art, Collective Efficacy, and Crime in Chicago,” 

Knoblauch evaluates the potential for public art to serve as a violence 

prevention tool in Chicago neighborhoods (Knoblauch, 2015). As the third 

largest city in the United States, Chicago has historically had high levels of 

violent crime, and recently, there has been a significant spike in gun violence 

(Ansari, 2017). In fact, in 2016, Chicago had more homicides than New York 

and Los Angeles combined (Ansari, 2017). To try to combat the recent 

increase in violent crime, Chicago civilians and municipal leaders have 
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become interested in organizing community public art projects as a tool to 

“catalyze neighborhood investment and change, which in turn has the 

potential to reduce neighborhood crime” (Knoblauch, 2015). Given that 

violent crime is known to inhibit economic development, Knoblauch’s study is 

useful for understanding the ways in which public art can increase collective 

efficacy and thus promote urban economic development. Unfortunately, 

Knoblauch found no direct relationship between public art and crime in the 

years 2010 and 2014 (Knoblauch, 2014). In my thesis, I am to build on 

Knoblauch’s work by investigating whether public artworks are significantly 

correlated with Chicago crime instances from 2001 to 2016.    

 While there is currently not much data available public art’s impact on 

urban economic development, Cameron Cartiere of Emily Carr University of 

Art and Design is developing a long-term study that will significantly 

contribute to this body of information. Cartiere has noticed that 

“communities who wish to increase their use of public art do not have access 

to substantive data about what public art can do for them in terms of 

improving industry partnership and community engagement” (Cartiere, 

2012). In fact, Cartiere believes that “the absence of quantifiable information 

[on public art]…is one of the determinative obstacles for current public art 

research” (Cartiere, 2012). To address this research and urban planning 

obstacle, Cartiere has created a “quantitative and qualitative approach to 

understanding sustainable social influences of art in the public realm” 
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(Cartiere, 2012). While the study has released its research methodology and 

long-term aims, it is unclear as to when it will publish its results. Because 

this study is using several different approaches to evaluate public art’s 

impact on urban development, I believe that the results will help to explain 

some of my thesis conclusions. As a result, it will be important to compare my 

thesis to this study in the future.    

Thesis Research Question and Hypothesis 

 In this thesis, I examine whether the total number of public art works 

within certain non-downtown Chicago wards is significantly correlated with 

local crime levels and new business development. I hypothesize that public 

artwork in these wards is significantly yet modestly correlated with 

decreases in crime instances and increases in the number of new business 

licenses. My reasoning for this hypothesis is based on some of the findings 

from the 2012 Knight Foundation’s Soul of Community study. I believe that 

public art can make people feel more attached to their urban neighborhoods 

as well as improve the ward’s aesthetic appearance, which could decrease 

citizens’ inclination to commit crimes and increase their perceptions of the 

area’s businesses attractiveness. 
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II. RESEARCH METHODOLOGY AND DATA 

Research Methodology 

A) Outcome Variables: 

I decided to use crime levels and number of new business licenses as my 

primary outcome variables because of their relevance to urban economic 

development. According to Stephen Sheppard, who is a professor of economics 

at Williams College, there a three ways in which cultural organizations can 

socially and economically impact their local communities: “the economic 

activity that takes place in the community, economic indications of the 

desirability of the community and the ‘quality of life’ available for residents, 

and the social cohesion and social connectedness of the community” 

(Sheppard, 2014). Because urban public artworks are often organized and 

created in conjunction with community arts organizations, I believe that this 

framework can be applied to evaluating the economic impact of public art.  

The annual number of new business licenses in a neighborhood could be 

considered an indication of the ‘economic activity that takes place in the 

community’ as well as the ‘economic indications of the desirability of the 

community.’ Thus, it is reasonable to assume that evaluating the correlation 

between public artworks and number of new business licenses will provide 

information on public art’s impact on urban economic development. 

Furthermore, crime levels are an apt way of measuring the “‘quality of life’ 

available for residents” as well as the ‘social cohesion and social 

connectedness of the community.’ Communities with high levels of crime tend 
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to have low ‘quality of life available for residents’ and little ‘social cohesion.’ 

Thus, crime levels are another way of evaluating the relationship between 

public art and urban economic development.  

Through the Chicago Data Portal, I was able to access yearly data sets for 

both crime levels and new business licenses from 2001 to 2016. Because the 

crime and new business license data sets include a broad range of outcomes, I 

also define and consider two narrower outcome variables for each of these 

urban economic development categories: 1) non-violent crimes levels and 2) 

new business licenses for currently active businesses. Non-violent crime 

levels excludes instances of arson, assault, kidnapping, homicide, and 

battery. New business licenses for currently active businesses excludes the 

licenses of businesses that are no longer operating.  

B) Unit of Observation: 

Based on the information provided in the yearly datasets on Chicago 

crime and new business licenses, I decided that the best unit of observation 

for my regression model would be the Chicago ward. In Chicago, there are 

currently 50 wards that are more or less equal in population (the ward 

boundaries are redrawn based on population shifts every 10 years), but they 

tend to not be equal in geographic size. The unequal geographic sizes of each 

ward might complicate my regression results, which I discuss further in my 

Limitations section.  
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The city’s ward boundaries were most recently redrawn and approved in 

January 2012. In my data collection and analysis for this thesis, I use the 

2012 ward boundaries to identify the locations of the public art pieces and 

new business licenses. For simplicity, I assume that the differences in the 

city’s ward boundaries before and after 2012 are small enough to not 

significantly influence my regression results. Yet, this assumption might be 

another shortcoming of my analysis that influences the significance of my 

results. 

I specifically focus on 11 of the 50 wards in Chicago (wards 1, 5, 11, 24, 25, 

26, 27, 28, 45, 48, and 49). Based on my research and data collection of 

Chicago’s existing public artworks, these wards have the greatest total 

number of public art pieces. Each of these wards has at least 10 existing 

public artworks, with the maximum being 68 public art pieces in ward 25. I 

decided to only include these 11 wards in my thesis analysis because I am 

specifically interested in evaluating the benefits of continued public art 

investment in urban communities. Below is a table that summarizes the 

number of public artworks that I identified for these 11 wards. 
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Table 1: Number of Identified Public Art Pieces Per Ward 

Ward Total Number of Public Art Pieces 

(by 2016) 

25 68 

49 56 

1 42 

28 22 

48 18 

26 18 

5 17 

27 15 

45 13 

11 10 

24 10 

 

C) Model: Fixed Effects Regression 

To evaluate if the total number of public artworks in one of these 11 

Chicago wards is correlated with that ward’s crime levels and number of new 

business licenses over time, I use a fixed effects regression model. Given that 

it most likely takes some time for local residents to notice and react to new 

public artworks, I hypothesize that crime levels and new business licenses 

will be correlated with previous years’ levels of public artworks, specifically 
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the total amount of public art works two years prior. It is quite possible that 

the time lag for public art could be more or less than two years, and this is 

could influence the significance of my regression results. I account for this 

possible time-lagged effect of public artworks in my model by noting the time 

period for Number of Public Art Installations as (t-2), or (current year – 2 

years).  

To control for other time variant factors besides the total number of public 

artworks (NPA), I include data on each ward’s yearly population size (POP), 

amount of Tax Increment Funding (TIF), and amount of Small Business 

Improvement Funds (SBIF). These three variables serve as control variables 

for my fixed effects regression model. Data on each ward’s yearly population 

size was pulled from the 2010 Census. Thus, each ward has constant 

population values from 2001 to 2009 and 2010 to 2016. While the lack of 

yearly population data for each ward might interfere with the significance of 

my regression results, it is better to control for changes in ward population 

with the census data than to not include the population control.   

I decided to include each ward’s amount of TIF and SBIF funds per year 

to try to control for the variance that could come from unequal levels of public 

investment. For example, if one ward receives significantly more SBIF funds 

than another ward, it might be much more inclined and capable of installing 

new public artworks. Thus, to reduce the variance between wards and better 

spot the impact of public works on their own, I decided to include the TIF and 
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SBIF variables to represent public investment levels. I collected information 

on each ward’s yearly TIF and SBIF funds from data sets available on the 

Chicago Data Portal. 

Model predicting public art’s correlation with the four outcome variables: 

Yit = αi + γt + β1* Number of Public Artworksi(t-2) + β2* Populationit + β3 * 

TIFit + β4 * SBIFit + εit  

 

Table 2: Summary of Model Variables and Subscripts 

Variable/Subscript Value 

TIFit $ amount of Tax Increment Funding 

Projects approved in ward i in year t 

SBIFit $ amount of Small Business 

Improvement Funds Projects 

approved in ward i in year t 

i ward 

T year 

 

Data Collection 

A) Definition of Public Art 

In this thesis, I define ‘public art’ to be any permanent artwork that can 

be readily accessed by the public. I define ‘artwork’ to be any object or space 

that is meant to communicate an artistic experience or message. This 

definition of public art might be considered much broader than other 

conventional definitions, which tend to have to stipulations for the funding 

sources, types of locations, and artistic intentions. I opted for a broader 

definition of public art for two reasons: 1) to capture all of the street artworks 
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that can be seen and experienced by the public, and 2) limited availability of 

data about the funding sources and artistic intentions of each Chicago public 

artwork. I do not include temporary public artworks in my analysis because I 

assume that the majority of temporary public artworks have temporary 

impacts on their surrounding environments, and are therefore less likely to 

be significantly correlated with neighborhood crime levels and new business 

development.  

I identified existing Chicago public artworks through several different 

online means: 1) community arts organization websites (primarily the 

websites of the Chicago Public Art Group and the Greenstar Movement),  

2) neighborhood planning organization websites, 3) Chicago ward websites,  

4) Chicago artist websites, 5) Chicago Mural Locator website, 6) Chicago CTA 

2016 Public Art Catalog and 7) Chicago public art campaigns listed on 

Kickstarter. To ensure that all of the artworks that I found on these websites 

were readily accessible by the public, I looked at each of the artworks through 

Google Map’s street view function. Through this method of checking, I 

eliminated 82 pieces which I determined to be not easily approachable by the 

general public.  

Even after checking these seven different types of websites, I am sure that 

there are certain public art works in Chicago that I did not find and thus are 

not included in my data sets. In addition, I had to exclude public artworks 

that did not have information on their location or year of installation.  
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B) Identifying Chicago Public Art Works by Ward 

To analyze the possible economic impacts of public artworks in non-

downtown Chicago ward, I collected the locations of each of the public art 

pieces. Then, using the ‘Find Your Ward’ website sponsored by the City of 

Chicago, I determined the ward for each of the identified public artworks. 

After determining each public artworks’ ward, I then found that the 11 

Chicago wards that had the most public art. Within these 11 wards, there 

were a total of 289 public art works considered.     

III. RESULTS 

A) Regression #1: Total Crime Instances 

Total Crime Instancesit = αi + γt + β1* Number of Public Artworksi(t-2) + β2* 

Populationit + β3 * TIFit + β4 * SBIFit + εit 

R-squared = 0.7111      

 

Variable Coefficient Standard Error t P > |t| 95% Confidence Interval 

Constant 7434.835 4716.083 1.58 0.117 [-1878.523    16748.19] 

NPA -47.826 29.46187 -1.62 0.106 [-106.008    10.35509] 

POP .0159 .0829 0.19 0.848 [-.1477887     .179546] 

TIF .00001 .00001   1.01 0.314 [-.0000133     .000041] 

SBIF -.0008 .0003 -2.06 0.041 [-.001495   -.0000299] 
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 From these regression results, we can see that the only coefficient that 

is significant at the 95% significance level in this model is the SBIF 

coefficient. The coefficient of Number of Public Artworks (NPA) is just shy of 

being significant at the 90% significance level (p-vale of 0.106). If the NPA 

coefficient was more significant, we could interpret the coefficient of -47.826 

as the decrease in total crime instances associated with the installation of one 

more piece of public art 2 years prior (in one of the 11 Chicago wards). While 

these regression results are partially suggestive, they are not significant 

enough to derive conclusions about the correlation between public artworks 

and total crime instances. 

B) Regression #2: Total Non-Violent Crimes 

Total Non-Violent Crime Instancesit = αi + γt + β1* Number of Public 

Artworksi(t-2) + β2* Populationit + β3 * TIFit + β4 * SBIFit + εi 

R-squared = 0.6910     

 

Variable Coefficient Standard Error t P > |t| 95% Confidence Interval 

Constant 5674.51 3507.09 1.62 0.108 [-1251.31    12600.33] 

NPA -40.361 21.909 -1.84 0.067 [-83.62757    2.905124] 

POP .009 .0616 0.15 0.885 [-.1127537    .1306668] 

TIF .00001 .00001 1.05 0.296 [ -9.48e-06    .0000309] 

SBIF -.0006   .0003 -2.07 0.040 [-.0011154   -.0000259] 
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From these regression results, we can see that the coefficient for SBIF 

is also statistically significant at the 95% significance level. Even though the 

SBIF coefficient is statistically significant, the magnitude of the coefficient is 

so small that it does not suggest much about the relationship between SBIF 

and non-violent crime levels. The NPA coefficient, on the other hand, is 

slightly more significant in this regression than in the regression for total 

crime instances (NPA is significant at the 90% significance level). As a result, 

there seems to be a more significant correlation between non-violent crime 

instances and public artworks than total crime instances and public 

artworks. These regression results are useful for considering how the 

installation of urban public artworks might be related to local non-violent 

crime rates. While the results are not strongly suggestive, they provide 

reason for continued evaluation of the significance of this relationship. 
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FIXED EFFECTS REGRESSION RESULTS:  

NON-VIOLENT CRIME AND TOTAL CRIME INCIDENTS 

 (1) (2)    

  NV_CRIME CRIME       

      

NPA -40.36* -47.83    

 (-1.84) (-1.62)    

      

POP 0.00896 0.0159    

 (0.15) (0.19)    

      

TIF 0.0000107 0.0000139    

 (1.05) (1.01)    

      

SBIF -0.000571* -0.000762*    

 (-2.07) (-2.06)    

      

_cons 5674.5 7434.8    

 (1.62) (1.58)    

      

N 176 176       

      

t statistics in parentheses      

* p<0.1  ** p<0.05  *** p<0.01       
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C) Regression #3: Total New Business Licenses 

Total New Business Licensesit = αi + γt + β1* Number of Public Artworksi(t-

2) + β2* Populationit + β3 * TIFit + β4 * SBIFit + εi 

R-squared = 0.7581 

Variable Coefficient Standard Error t P > |t| 95% Confidence Interval 

Constant 110.9018 110.902 0.99 0.324 [-110.2855    332.0891] 

NPA -1.0276 .670 -1.47 0.144 [-2.409369    .3541917] 

POP .0015 .002 0.78 0.439 [-.0023603     .0054137] 

TIF 8.76e-07 3.26e-07  2.69 0.008 [2.32e-07     1.52e-06] 

SBIF -7.01e-06 8.81e-06 -0.80 0.042 [-.0000244   -.0000104] 

 

From these regression results, we can see that the only coefficients 

that are significant at the 90% and 95% significance levels are TIF and SBIF. 

Even though these coefficient are statistically significant, the magnitude of 

the coefficients are so small that it does not suggest much about the 

relationship between these control variables and total new business license. 

The NPA coefficient in this regression is less significant than the coefficients 

in the two previous regressions. Therefore, we can determine that there is 

less of a relationship between total new business license levels and number of 

public artworks.  

 



 
29 

 

D) Regression #4: New Business Licenses for Currently Active Businesses  

Total NBL for Currently Active Businessesit = αi + γt + β1* Number of Public 

Artworksi(t-2) + β3 * TIFit + β4 * SBIFit + εi 

R-squared = 0.9738   

 

In this regression, I use a different data set for the number of new 

business licenses. This data set only includes the new business licenses of 

Chicago businesses that are still presently operating. This data set only has 

results from 2015 and 2016, and as a result, this regression has many fewer 

observations than the three previous regressions (n=22 compared to n=176). 

Furthermore, because the Census information for ward population does not 

vary from 2015 to 2016, I dropped the population control variable from this 

regression because of collinearity. 

From these regression results, we can see that both the coefficients for 

NPA (p-value of .027) and TIF (p-value of .047) are significant at the 95% 

significance level. As a result, this regression suggests that one new piece of 

public artwork (in one of the 11 Chicago wards) is correlated with 2 new 

Variable Coefficient Standard Error t P > |t| 95% Confidence Interval 

Constant -789.700 292.972 -2.70 0.027 [-1465.295   -114.1061] 

NPA 7.7420 2.405 3.22 0.012 [2.195798    13.28811] 

TIF 8.80e-06 3.76e-06 2.34 0.047 [1.32e-07    .0000175] 

SBIF 8.76e-06 .00001 0.65 0.532 [-.0000222    .0000397] 
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business licenses (of currently active businesses) in that ward two years later. 

From the 95% confidence interval, we can see that the magnitude of the 

relationship between the amount new public artworks and new business 

licenses (of currently active businesses) most likely ranges from 2.195798 to 

13.28811. This regression suggests that new public artworks might 

significantly influence the level of new business licenses (for companies that 

are still operating).  

FIXED EFFECTS REGRESSION RESULTS: CURRENTLY ACTIVE NEW 

BUSINESS LICENSES AND TOTAL NEW BUSINESS LICENSES 

 (1) (2)    

  CA_NBL NBL       

      

NPA 7.742** -1.028    

 (3.22) (-1.47)    

      

POP  0.00153    

  (0.78)    

      

TIF 0.00000880** 0.000000876***   

 (2.34) (2.69)    

      

SBIF 0.00000876 -0.00000701    

 (0.65) (-0.80)    

      

_cons -789.7** 110.9    

 (-2.70) (0.99)    

      

N 22 176       

      

t statistics in parentheses     
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FIXED EFFECTS REGRESSIONS: ALL OUTCOME VARIABLES   

 (1) (2) (3) (4) 

  NV_CRIME CRIME CA_NBL NBL 

     

NPA -40.36* -47.83 7.742** -1.028 

 (-1.84) (-1.62) (3.22) (-1.47) 

     

POP 0.00896 0.0159  0.00153 

 (0.15) (0.19)  (0.78) 

     

TIF 0.0000107 0.0000139 0.00000880** 0.000000876*** 

 (1.05) (1.01) (2.34) (2.69) 

     

SBIF -0.000571** 

-

0.000762** 0.00000876 -0.00000701 

 (-2.07) (-2.06) (0.65) (-0.80) 

     

_cons 5674.5 7434.8 -789.7** 110.9 

 (1.62) (1.58) (-2.70) (0.99) 

     

N 176 176 22 176 

     

t statistics in parentheses     

* p<0.1  ** p<0.05 

 *** 

p<0.01     

 

IV. DISCUSSION 

Limitations with my Methodology and Results 

As I have mentioned through my description of my research and 

analysis methodology, there are several limitations to my proposed model 

that could influence the significance of my regression results. One of the most 

significant limitations is the varying geographic sizes of each ward. To 

elucidate how these varying geographic sizes my limit my results, I have 
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included a graphic below of 2012 boundaries for ward 2. As you can see, this 

ward has an incredibly asymmetrical shape.  

  

Suppose that a piece of public art was installed at the location marked 

with the red diamond in 2013, and that the red circle represents everything 

that is within a .5 mile radius of the public artwork. From a geographic 

perspective, it is most likely that the installation of this public artwork would 

be correlated with outcomes inside the red circle during the next few years. 

But, according to my model, this public art installation is significantly 

correlated with all the new business licenses (for currently active businesses) 

within the ward, not within the red circle area but outside of the ward 

boundaries. Consider the new business license that is located at the blue 

rectangle. To access the new business establishment from the location of the 

public artwork, it would be more time-efficient for an individual to leave and 

Public 

Artwork 

New 

Business 

License 



 
33 

 

re-enter the ward boundaries than to stay within the ward. As a result, when 

mapping the locations of public artworks and new business licenses along the 

ward boundaries, it seems inaccurate to assume that public artworks are 

correlated with all of the new business licenses and crime levels within each 

ward.  

This is certainly an issue that could limit the significance of my 

results. While not all of Chicago wards are shaped as asymmetrically as ward 

2, it would most likely be more significant to analyze the areas within a .5 

mile radius of new public artworks for all words. One example of a ward that 

fits my model nicely is ward 49, which is one of the wards that I included in 

my analysis. Below is a graphic of the ward’s 2012 boundaries as well the 

locations several of the ward’s public art pieces. 
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As you can see, if I draw a .5 mile radius around the mural that was 

created in 2002, all of the area is encompassed in ward 29. As a result, the 

installation of the public artwork is most likely correlated with the ward’s 

level of new business licenses (for currently active businesses). In the future, 

I hope to make this improvement in my model and analyze public art’s 

impact on urban development from a geographical perspective.  

Another potential significant limitation to my results is the scope of 

locations for new business licenses in Chicago. For someone to apply for a 

business license, they must find a place that is zoned for commercial use and 

vacant (or imminently vacant). Given that zone designations for commercial 

uses do not change that frequently, there are limited locations where people 

can establish new businesses at any given point in time. Thus, even if 

someone thinks it might be profitable to start a business in a Chicago 

neighborhood and is interested in applying for a new business license, the 

may not do so if they cannot find the space. Furthermore, sometimes the 

process and fees associated with applying for new business licenses dissuade 

potential business owners from submitting license applications. Given that I 

am using the number of new business licenses as an indicator for a ward’s 

perceived business attractiveness, these limitations may result in an 

underestimation of a ward’s perceived business attractiveness.  

Furthermore, the time lag that I incorporate into my regression model 

for public art’s influence was based on several assumptions, and it could very 
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well be an inaccurate conception of such a time lag. To make sure this 

assumption does not limit the significance of my results, I think it would be 

important to conduct more research and analysis to get a better estimate of 

such a time lag.  

Suggested Future Research 

 In the future, I think it will be important to continue to test the nature 

and significance of the relationship between public artworks and Chicago 

neighborhood economic development. I think that the results of my study 

would be strengthened if taken over a long time period and over more wards. 

As a result, I believe that it would be fruitful to apply my thesis methodology 

again at a later point in time and evaluate the validity of the results that I 

received from analyzing data from 2001 to 2016.  

 I also think it would be enlightening to evaluate the impact of public 

artworks at a smaller geographic level, such as census block groups or ward-

precincts. By using a smaller geographic area as my unit of observation, I 

would be able to limit the errors that results from wards’ asymmetrical and 

unequal geographic sizes. I could also use ArcGIS to evaluate the economic 

impact of public art within a .5 mile radius of the art’s location.  

 Lastly, I recommend adapting and applying this methodology for other 

large cities with histories of public art, such as Philadelphia. By comparing 

how public art is related to urban economic development in Philadelphia and 
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Chicago, we could gain a much better understanding of the ways in which 

public art can be used as an urban planning tool, especially for stimulating 

economic development. 

Conclusion 

 Based on my research and results, there seems to be suggestive 

evidence for public art being significantly correlated with some indicators of 

urban economic development, namely total instances of non-violent crime and 

total number of new business licenses (for currently active businesses). Based 

on this evidence, it seems fair to claim that public art can significantly 

support urban economic development.  

 Yet, based on all the limitations that I have identified, it could be 

likely that my results overestimate the significance between public artworks 

and these urban economic development indicators. As a result, it is important 

to conduct more research on the topic before using these findings to direct 

urban planning initiatives. 

 I hope that this thesis serves as a stepping-stone for beginning to 

quantitatively analyze how public art might influence urban economic 

development. Given that world is becoming more urban, and more cities seem 

to be interested in investing in public art, it will be increasingly important to 

understand how urban public art influences the development of its 

surrounding area.  
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