
TRANSFORMING 
TRANSPORTATION 
INFRASTRUCTURE 
PROJECTS

ATIVECre

ATIVECre



2

CreATIVE REALM:

re-Construct
re-Imagine
re-Invigorate
re-Engage

Create / krēˈāt /= to bring (something) into existence

A Realm /ˈrɛlm/ = a community or territory
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In this document we will explore Calgary’s 17th Ave SW district as we present ideas 
surrounding the Integration of Art into the Major Roads Reconstruction, 17 Avenue SW 
Corridor, from 14 Street SW to Macleod Trail SE



3

CONTENTS

4.  BACKGROUND
5.  VISION

7.  CONTEXT

8.  STRUCTURE / Key Roles and Responsibilities

 Reconstruction Project Team
 Core Group
 Lead Artist
 Art Project Manager
 Community Engagement Consultant
 The Artist
 Construction Team / Project Partners

12. COMMISSIONING
 The Steering Committee

14. BUDGET / BRIEF
 
15. SELECTION

 Open Competitions.
 Limited Competitions.
 Direct Invitations.

19. DELIVERY

21. BIBLIOGRAPHY



4

 Calgary was one of the last major municipalities in North America to adopt a Public Art 
Policy. Before the Policy was finalized, the City conducted extensive consultation with a number of other 
jurisdictions, including Vancouver and Toronto. Calgary’s Percent-for-Art Policy was adapted in 2003, and the 
Public Art Policy and Public Art Plan were implemented in January 2004, and published in January 2007.
In 2014, under Council’s direction in response to controversy surrounding some recent project acquisitions, the 
Public Art Policy underwent a review and was updated to reflect a need for increased community participation 
in the commissioning of projects, reduce the percentage of capital costs to be allocated to Public Art Projects, 
as well as to officially include the category of Functional Art in the policy.

The Reconstruction of 17th Ave. SW provides an opportunity to create 
an alternative, more experimental approach to integrating art within the 
City’s urban design and maintenance activities. 

BACKGROUND
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Our aim is to provide the Reconstruction Project Team with an experimental approach for 
ART INTEGRATION, one that is based on both academic research and practical experience in 
Public Art. 
  This Approach will be referred to as the INTEGRATED ART PLAN (IAP).

  One of the major goals of implementing civic arts projects integrated within the road construction 
process is to counteract potential negative economic impact on the area with positive attention generated 
through engaging the public in creative ways. This presents a unique opportunity for opening a dialogue 
between disciplines and stakeholders about the way we build, maintain, and understand traffic infrastructure. 
The overall vision of the Integrated Art Plan is supported by four key principles:

OPEN a creative dialogue about the 17th Avenue infrastructure rehabilitation project that seeks to find ways 
of including creative practitioners in the reconstruction process.
CONNECT citizens to the process of tearing up /reconstructing 17th Avenue through cultural happenings, 
artistic interpretations and participatory events.
SUPPORT communication between the city and the citizens, between the multiple project stakeholders, the 
businesses and their customers, the artists and their audiences.
CREATE new cultural projects that encourage collaboration, aesthetic enhancement and social interaction.

VISION

OPEN
CONNECT
SUPPORT
CREATE
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 In order to meet the multiple needs of the Project Team, stakeholders, citizens, and artists, the 
Integrated Art Plan calls for the development of an agile framework and methodology for commissioning 
projects. To achieve this, community and stakeholder engagement efforts must be sincere and inclusive, and 
must be conducted with the ultimate goal of discovering and establishing a common language for all parties to 
be able to participate in the conversation about the role of culture in the community. 

As this Plan is intended to be a starting point for a series of projects, it may be best to frame it and the 
resulting projects as a study: The Plan is the hypothesis, and the Projects are empirical experiments. To the 
extent that the results of an experiment may deviate from the originating hypothesis, the particular details 
of the Plan should be periodically evaluated at key stages, and modified as needed. It is imperative that the 
implementation of the Plan is carried out by dedicated individuals, who are effective as advocates of art and 
community development, and are committed to achieving the vision set out above. 

The Plan is the hypothesis, and the Projects are empirical experiments
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 The 17th Avenue South main street stretches from Macleod Trail to 37 Street SW, surrounded by 
the communities of Beltline, Lower Mount Royal, Mission, Cliff Bungalow, Bankview, Sunalta, Rosscarrock, 
Scarboro, Killarney/Glengarry, Shaganappi and Richmond. 
When Calgary was incorporated as a town in 1884, 17th Avenue SW formed the southern town limits, west 
to 14 Street SW. As the town grew into a city, subdivisions along the main street encouraged the expansion of 
city limits. Later 17th Avenue SW was also home to a streetcar route, which contributed to its development 
as a commercial corridor. Many examples of historic buildings, mostly dating from the 1910s and 1920s can 
be found, like houses which have been converted for commercial use, and various landmark buildings such as 
Devenish Apartments (1911), Western Canada High School (1929) and the St. Mary’s Cathedral (1956).
Known recently as the Red Mile, 17th Avenue SW retains a diverse mix of commercial, retail, single family and 
multi-family residential complexes and institutional buildings. The side streets and avenues also contain a wide 
range of single-family and multi-family residences. 
Much of the area is undergoing revitalization, as 17th Avenue has become one of Calgary’s busiest retail 
and social corridors. The Reconstruction Project is happening now in part due to this cultural and economic 
significance of the street, and in part due to the age of the infrastructure.

 The environmental characteristics of 17th Avenue and the specific context(s) of the proposed art 
projects are to be among the primary concerns in artist selection, project development, and evaluation.
Urban design techniques have been deployed in the past by other municipalities to establish analytical 
frameworks (such as Environmental Profiles), which aid in achieving the goals of adequate community 
representation and appropriate fit between an artwork and its context. To better inform the art projects, 
Site Analysis should be carried out in the Consultation phase to help inform Site Selection and the creation 
of Design Briefs for specific art opportunities. Site Analysis will take the form of documentation such as 
photographs, technical drawings (plans, elevations, and sections), traffic pattern/flow visualization, and a 
summary of historical/cultural significance of a particular location, and will be included as an appendix in all 
artist calls for proposals and contracts. 

CONTEXT

Evidence of a First Nations bison kill site dating back 8000 years ago 
suggests that 8th Street SW at Tompkins Park was once an important 
hunting ground, landmark, trade route, and camp site for First 
Nations peoples.
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STRUCTURE
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Lead Artist

 Working with the Core Group, the Lead Artist will act as the primary 
creative consultant under the Integrated Art Plan. The Lead Artist is not 
practicing art in a traditional sense of producing artwork in response to a particular brief, but 
is motivated by working collaboratively with specialists outside their field of expertise.  
 The Lead Artist is a driving force behind identifying opportunities for creative projects within the overall 
road reconstruction project, and steering the implementation of these projects with the help of the Art Project 
Manager. The roles associated with this multi-faceted position might include:
• Evaluating and tailoring the details of the Integrated Art Plan throughout the implementation period
• Reporting to the client, stakeholders, and third parties
• Researching and connecting with artists and other creative collaborators
• Writing design briefs for art projects in response to Community Engagement and Site Analysis
• Organizing the selection process
• Advising on budgets, timelines, and contracts
• Exploring funding opportunities
• Liaising between funders/clients, local authorities, and artists
• Monitoring design development, production, installation and de-installation of the commissions
• Organizing exhibitions and media for presentations of completed and ongoing projects

Reconstruction Project Team

 The Project Team for the 17th Avenue Reconstruction consists of 
Transportation Infrastructure officials from the City of Calgary, as well as 
representatives from the contractor(s) who will carry out the construction 
work. 

Core Group 

 To properly address the requirements of the Integrated Art projects, 
a Core Group should be created to guide their implementation. This group 
should include members of the Reconstruction Project Team, as well as representatives of local business (17th 
Ave. BRZ) and communities, who will participate on a voluntary basis. 
 The Core Group will be involved in the Community Engagement process, and is 
intended to provide guidance and support to the Lead Artist and the Art Project Manager 
with all aspects of creating cultural projects, including: securing project funding, setting up 
timelines, artist selection, project realization, and public presentation. The Core Group will meet 
regularly, at intervals appropriate to project activity, to review and discuss ongoing and potential activities.
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Community Engagement Consultant
 
 Who is the public and how are they involved in the commissioning process? 

 This is one of the most important questions to be answered through the process of Community 
Engagement / Public Consultation.
 This process may be addressed by some combination of the Reconstruction Project Team, the Core 
Group, the Lead Artist, and the Art Project Manager, or the entire task may be sub-contracted to a consultant 
specializing in this field.  Either way, the specific format for the consultation process (questionnaires, debates, 
workshops, meetings etc.) is to be determined collaboratively with all of the aforementioned parties, to ensure 
that the engagement process results in a shared understanding of the role of cultural projects in relation to the 
roadwork activities.
 The consultant’s role is to address two fundamental types of 
audience for the art projects – the community of funders/clients/
commissioners and the public-at-large. Their job is to help the Lead Artist answer 
the question: “How much should the views of these constituents influence the final works of 
art?” 
 The initial stakeholder consultation will occur prior to artist selection, and is intended to aid in 
identifying opportunities for art integration, inform Site Selection and Analysis, form parts of Design Briefs for 
specific projects, finalize artist selection methods, and provide all parties with common terms of reference for 

Art Project Manager

 The Project Manager works closely with both Lead Artist and the 
Core Group to deliver the cultural program. Where the Lead Artist’s role is to 
drive the program creatively, the Project Manager manages the practical delivery of projects, 
assisting and advising the Lead Artist and the Core Group about the strategic and practical 
deliverable aspects of the program. Because the Integrated Art Plan envisions the involvement of 
multiple partners in project delivery, the Project Manager plays a key part in maintaining a single point of 
contact for all involved parties. Additionally, this role bears the primary responsibility for ensuring the integrity 
of all contractual, budgetary, and scheduling aspects of the program’s implementation. The Lead Artist may 
delegate some of their tasks to the Project Manager, in addition to these potential responsibilities:
• Main contact point for all parties involved in the fulfillment of the Integrated Art Plan
• Carrying out administrative tasks associated with program implementation
• Managing the Community Engagement / Public Consultation, and Site Analysis processes
• Managing competitions and the commissioning process, drafting contracts
• Overseeing project budgets and timelines
• Monitoring design development, production, installation and de-installation of the commissions 
• Organizing and assisting with the program evaluation process
• Organizing/contracting out education and community projects 
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discussing and evaluating art projects. The primary goal is to support and facilitate involvement in the artistic 
process by helping to generate ideas and developing local pride and ownership of the projects.
Examples of ways communities can be involved in the commissioning process include:
• As the subject of the cultural project
• Inspiring artwork by personal stories and observations
• By hosting an artist residency or placement
• Organizing exhibitions of proposals or websites about the projects
• Participating in the Artist Selection Panel
• Attending public meetings or workshops
• Documenting the art through social media
• Making the artwork, or parts thereof under the artist’s direction

• Taking responsibility for ownership and maintenance
• Celebrating the project with community events

The Artist
 Artists operate as both visionaries and creators. Given the right conditions, they are capable 
of bringing an entirely unforeseen dimension to a project. The Artist’s role is a professional one, working 
alongside other professionals and the community. This status should be reflected in the design brief, the 
contract, and associated fee schedule.  Matching the artist’s creativity with the expectations of the client and 
the public is the key to success for any art commission. The roles for Artists hired under this Plan will vary in 
response to the specific opportunities for creating cultural value, but their goals should respond to the physical 
and cultural context of a particular site, and their activities should engage diverse audiences.

Construction Team / Project Partners
 The multiple people and organizations involved in the road Re-Construction Project 
will be included in the overall Integrated Art Projects as much as possible. The Integrated 
Art Plan asks these entities to become partners in the creative process by keeping an open mind toward 
cooperation and collaboration with the Lead Artist and selected Artists, to ensure that artworks are in some 
way integral to the overall undertaking of road maintenance and renewal. To this end, these partners might 
be asked to participate in Engagement sessions, identify project opportunities, and provide some basic safety 
training for the Artists.

TOGETHER
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The commissioning of art projects is an exciting task, but it can also be 
fraught with difficulties. The challenges sometimes result from an overly-prescriptive acquisition 
process and at other times from unstructured methods that lack common understanding between the involved 
parties. Ideally, the commission should be as open as possible with regard to site, material and content. ‘Good’ 
or ‘best’ practices by artists developing work in the field under their own initiative should be supported, 
not imposed by the Project Team. The commissioners should be encouraged to use the creative ability and 
knowledge of artists to inform the whole process, allowing the artist to ‘lead’ and give their thoughts on the 
brief. This approach should pave the ground for far more successful outcomes, and attract the best creative 
talent. 
The objectives and design criteria for art opportunities, as well as the specific contractual, 
budgetary, and scheduling details should be developed collaboratively by the Core Group, 
Lead Artist, and Art Project Manager. All of these components should be informed by the outcomes 
of the Community Engagement process, as the resulting artworks will be evaluated for their artistic quality 
measured against criteria developed through stakeholder and public consultation. Site Selection and Analysis 
should be finalized prior to soliciting art proposals, but it should be acknowledged that certain projects could 
benefit from flexibility in allowing the artist to determine an appropriate site and exhibition details for their 
work. 

COMMISSIONING
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The Steering Committee
 Appropriate methods for artist selection and all participants in the process should be identified 
concurrently with Site Selection, and it is essential that all those involved in project approval be involved from 
the very outset – from drafting the brief to final design acceptance.
This Steering Committee should be representative of funders, stakeholders, community 
members, and creative professionals, and will include one of or both the Lead Artist and Art 
Project Manager. 
 Typically such committees are made up of five or seven members, with at least one person representing 
each major constituency and two or three people with expertise in the particular art discipline. These people 
help make decisions about particular projects because of their related expertise and interest in the project, 
and often because the results have a direct effect on them. A good balance of community and stakeholder 
representation with artistic perspectives in the course of art selection, production oversight, and project 
evaluation will aid in establishing clear and achievable project goals. The Art Project Manager’s role as the 
main contact point will ensure good communication between all parties, and their responsibility for overseeing 
project budgets and timelines will play an essential part of artist selection.
 Legal aspects such as ownership and permissions should be addressed thoroughly by the 
commissioning team, and a realistic breakdown of responsibilities for all involved parties is to form part of 
the artist contract. The budgets for identified art opportunities should be established and confirmed prior to 
commissioning work. Any doubts about the availability of project financing must be brought to the attention 
of potential candidates, and no projects should be started if there is no funds pay for the initial design fees 
and artist expenses. Regardless of their artistic discipline, most creative professionals depend on fair and 
timely payments in exchange for their work. With this in mind, project retainer sums should be established 
proportionately to individual project budgets. The disbursement of retainers should be an integral part of the 
contracting process, and no project should commence before artists receive this payment.
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Project Budgets will be specific to project types and artistic disciplines, but generally should 
include:
• advertising of opportunities and selection process costs
• artist’s fees for proposal development (if applicable)
• design proposal exhibition costs (if a project calls for a public exhibit of proposed designs for comments  
 or information)
• public consultation and workshop costs
• artist’s commission fee (this should be equivalent to other design professionals involved, and needs to   
 factor in Taxes, mandatory payroll deductibles, etc.)
• travelling expenses
• professional consultant fees (engineering, legal costs, etc.)
• production costs, such as materials and fabrication or recording and mastering 
 (the artist’s fee and materials budget does not have to be specified by the client; it can be left to the   
 artist to identify their fee and production expenses within the whole project budget)
• transport and security costs
• installation (site preparation, running electricity and/or water to site, landscaping, extra labour etc.)
• de-installation (where applicable)
• publicity, documentation, and presentation event costs
• operation and maintenance costs (where applicable)
• Liability Insurance costs (if the project requires Liability Insurance)
• contingency
• costs associated with project evaluation

Design Briefs should address:
• aims and objectives of the commission
• context – history of overall project, information about commissioner
• site analysis (physical and cultural context, history and particulars of specific site, maps, drawings,   
 special requirements such as accessibility, impact, safety, financial implications etc.)
• details of the project team and their roles and responsibilities (including project management for the   
 commission)
• artistic scope – description of artist’s role (explain contractual duties beyond the production of artwork,  
 such as frequency of communication with client, possible involvement in site selection, etc.)
• degree of community participation (who will manage the process etc.)
• proposed themes and ideas for consideration (if applicable)
• project timeline and phasing, including major deadlines for the commissioning and production of art   
 (dates for short-listing, interviews, launch dates etc. as applicable)
• budget (what are the anticipated expenses covered?)
• description of artist selection process and criteria
• submission requirements (will be different for each selection method and project type)
• planning permissions as required
• artist’s copyright and clarification of ownership of work
• operation, maintenance, and durability requirements (who will be responsible for this)
• project documentation (as required or planned)
• any review/acceptance period planned
• de-installation/decommissioning policy
• contact information

BUDGET/BRIEF
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SELECTION METHODS AND CRITERIA
 The particular mechanisms used to match creative opportunities and artists should reflect an 
appreciation of Values over Deliverables. Values in contemporary art tend toward the development and 
application of new methodologies, while the Values of the Steering Committee will vary with its composition. 
The process needs to respond to the particular set of requirements surrounding each opportunity, and should 
therefore be selected and finalized in consultation with stakeholders for a given project.

 Can we ensure that the process is accessible to a diverse set 
of practitioners, including emerging artists and students, different 
ethnicities, and people with disabilities? How can we commission work 
of a high caliber that also has relevance to this Plan’s Vision as well as its 
unique context?
 
 The three main ways of selecting an artist are open and limited competitions, and direct invitations. 
Each method has its benefits and drawbacks, which should be carefully considered by the Steering Committee 
in the context of a given project.

SELECTION

open competitions limited competitions direct invitations
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1. Open Competitions
 These opportunities can be directed at local, regional, national, or international practitioners. 
The competition can be advertised in the press, and through distributing calls via websites, mailing lists, 
newsletters, galleries, artist-run centers, studios, schools, etc. Open competitions benefit from a broad range of 
advertising strategies and a provision of ample time to disseminate the design brief and for artists to prepare 
their proposal in response. The competition could have a dedicated web page to publicly display the full brief, 
and artists would be invited to contact the Lead Artist or Art Project Manager with questions and proposals. 
Submission requirements will vary with project opportunities, but in general interested artists should provide a 
Letter of Interest, CV, and images of past work accompanied by project details.
It is not appropriate to ask for design ideas at this stage, because key phases such as consultation, research, 
and development are not financially compensated and become external to the project. However, some artists 
may be at a disadvantage because of limited experience, instead of their ability to create high quality work. In 
these cases it may advantageous to permit submission of preliminary concepts or detailed design methodology 
/ creative approach letters.
 After submissions are received and reviewed by the Steering Committee, a shortlist would be drawn 
up and selected artists would be asked for an interview and to submit proposals, which may include drawings, 
models, material samples, detailed descriptions, budget breakdowns etc. Special attention should be given 
to each artistic discipline (visual art, music, performance, culinary arts etc.) and the medium of the proposed 
project in determining the requirements and deadlines for these detailed proposals. A fee is to be paid for 
this work, forming part of the overall project budget, and should be agreed upon by the Steering Committee 
prior to holding the competition. The final selection would be made on the strength of these submissions. 
Artists retain all of the materials and copyrights and receive a fee regardless of whether they are awarded the 
commission. Copyrights may be negotiated to allow for publication of all the entries.
The open competition approach presents the advantage of broad reach and good publicity for the project and 
its commissioners. It raises the project’s profile and has the potential to bring forward artists that would not 
otherwise be considered, unknown and younger artists. This process is consistent with good equal opportunity 
practices. The disadvantages are that it can be a time-consuming, expensive and the heavy administrative 
process does not always attract the best suited artist for the opportunity.
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2. Limited Competitions
 This method requires a careful consideration of the kind of work and artist desired to meet the project 
objectives, necessitating detailed research of potential artists to create a long list. After reviewing this list, 
the Steering Committee would ask between three and five artists to submit information and go through the 
proposal process as detailed in the section on Open Competitions.
 The advantages include: a relatively quick start to the design process; emerging artists can compete 
with more established ones; and a range of solutions can be explored without entering into a fuller 
commitment. The main disadvantage is that some artists may be unwilling to participate in a competition.
 

3. Direct Invitations
 Artists are approached directly and asked to consider the site and design brief. Established national and 
especially international artists prefer to work this way. The main advantages are that there are none of the 
additional ‘up-front’ costs involved in open competitions or shortlist fees, the process leads toward a closer 
relationship between artists and Steering Committee, and a tighter match may be achieved between artist and 
creative opportunity. 
 The disadvantages are: the need to justify this approach in terms of equal opportunity principles (and 
potentially against competitive tendering rules for local authorities); an opportunity is missed with regard 
to seeing a variety of responses; timescales may have to be lengthened to accommodate the artist’s existing 
commitments.

 Finding artists can involve some of the following strategies:
• directly engage with local artists and visit artists’ studios
• consult online resources, such as artist directory listings and databases
• engage art organizations and consultants, such as artist-run centers, collectives, commercial and public   
 galleries, educational institutions, etc. (through holding presentations about opportunities and    
 requesting artist recommendations)
• research case studies of other initiatives that match project goals and aspirations
• consult contemporary catalogues, books, art magazines
• public announcements of opportunities and open competitions
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 Selection Criteria for proposals might include:
• Quality of artist’s past work – conceptual and realized
• Artist’s interest in and experience of working in the public realm
• Artist’s ability to work as part of a larger team, interest and experience in collaboration
• Appropriateness of proposal to site and context (physical and cultural)
• Scope for community involvement or educational projects
• Financial viability – value for money, is the project achievable on a given budget?
• Technical viability – durability and appropriateness of materials
• Environmental sustainability
• Potential of artist or proposed project to help commissioners meet their aims and objectives – design,   
 environment, community, economics, publicity
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 ‘The commissioning culture has to change from “let’s commission 
some art” to “let’s work with some artists”. By commissioning artists you 
are asking for creative responses and ideas you hadn’t thought of.’ 
Tracy McNulty, Group Manager Arts Programme and Development, 
London Borough of Barking and Dagenham

 A review of literature on the matter, together with the authors’ past experience reveals that the 
standard ‘best practices’ project delivery methods employed by most municipalities tend to favor the 
bureaucratic approval process, rather than any of the creative processes followed by various artistic 
disciplines in the production of artwork. Therefore, even though there are increasing opportunities for public 
commissions and projects involving community-based activities, both artists and participants may find little 
access to the wider political implications of their work. This approach can, and often does result in projects 
that are designed to benefit abstract policy rather than real people.
 The system can be streamlined to better reflect the reality of contemporary artistic practices, and to 
minimize unnecessary administrative procedures. The methods of creating artwork should ultimately be left 
for the artist to determine. The role of the commissioners is to provide artists with guidance and assistance, 
and to evaluate projects against the overall vision of this Plan, as well as the specific criteria associated with 
selected sites.

Stages of a Typical Art Project:
1. Responding to a request for qualifications/proposal
2. Interview with the Selection Committee (or Lead Artist and Project Manager)
3. Contracting
4. Research and Concept Design
5. Detailed Design
6. Fabrication
7. Installation
8. Acceptance by commissioning body
9. Exhibition Period
10. De-Installation
 
 The methods of creating artwork vary by discipline, and should ultimately be left for the 
artist to determine. The specific order of the steps described above may vary in response to the type of 
artist selection method and the unique conditions of a project. 
 Once the artist is selected and contracted, the Steering Committee should meet with them to discuss 
overall project objectives and guidelines, ideas and themes for the artwork, and to determine key project 
milestones and the definitive stages of project delivery. If a model or specific design proposal was part of the 
selection process, the Committee should identify any issues and concerns about the proposal, which need 
to be addressed in the design process. The artist should also begin background planning work, community 
outreach, and site visits as necessary. The Art Project Manager will work with the artist to establish the project 
timeline in relation to the construction schedule, schedule meetings and presentations, clearly outline any 
limitations/constraints involved with the project, and to agree on communication protocols with regards to 
project status.

DELIVERY
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 The Steering Committee should meet as necessary, but at least once at the beginning of the concept 
design stage and once during the design development phase, in order to review submitted project proposals 
against the objectives set out in the Design Brief. The proposals should include details about fabrication, 
installation, and maintenance requirements, as appropriate, and the Committee may suggest revisions to 
the project. No more than three revision rounds should take place during the design of a project – excessive 
modifications of artist’s work tend to draw out timelines, deplete enthusiasm about the work, and can result in 
creating an adversarial relationship between the commissioners and creative practitioner.  
If the project design is approved by the Selection Committee, the artist would be given appropriate time and 
support to finish the production of the work.  If the Committee can not approve the project after a maximum 
of three revision rounds, the artist should be let go, and the project re-started or scrapped. In the event of 
dismissal, appropriate compensation for the work carried out by the artist should be determined by the Lead 
Artist and Art Project Manager together with the artist.
There may be opportunities for artists to collaborate with construction workers during the fabrication and 
installation, or even the presentation/performance of a work. These connections should be cultivated by the 
Core group and Selection Committee where possible, and facilitated by the Art Project Manager. 
After the installation/final production of a project is complete, the Selection Committee should convene to 
complete the project’s Acceptance, including a final evaluation against the goals and criteria set out in the 
design brief as well as the overall Vision of this Plan. The Art Project Manager or Lead Artist will report the 
results of the evaluation to the Core Group, and make adjustments to the whole process as necessary. 
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