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As a member of the ODA Board and Chairman of the 
Planning Committee I saw at first hand the process that 
Sarah Weir and her team went through to get the Arts 
and Culture programme off the ground.  It was a real 
challenge, but we can now claim that London’s Olympic 
Park is the first to see such commitment to art as part of 
its infrastructure.  

With over thirty projects, funded by a range of partners, 
there is great variety and something for everyone. 
For example, major commissions include the Orbit, 
created by Anish Kapoor and Cecil Balmond, RUN, by 
Monica Bonvicini, and the Winning Words commissions 
by leading poets. There have also been small-scale, 
community-led events that have taken place within the 
Olympic Host Boroughs. The programme as a whole was 
part of a much bigger commitment to quality in relation 
to architecture, design, construction and engineering in 
the Park.

And this is just the beginning. The Olympic Park 
Legacy Company, which is taking over the Park after 
the Games, has already shown a commitment to a 
longer-term programme of art and culture for this part 
of London through the appointment of an Arts and 
Culture team. In addition, an independent Park charity, 
The Legacy List, has been set up to support long-term 
cultural regeneration, making creative connections 
between people and the Park through a range of places, 
programmes and partnerships focusing on arts and 
culture, education and skills.  The extraordinary number 
of commissions, projects, events and activities that are 
taking place in east London over the next year has been 
captured in this report, providing a valuable overview 
of a unique moment in London’s cultural landscape.  
The Recommendations and Lessons Learned will be 
extremely useful for those embarking on large-scale 
regeneration schemes in the future. While we accept 
that there is no blueprint for such projects, there are 
many ideas within the report that will help lay the 
foundations for the success of similar programmes.  

In my many years’ experience of property development 
and regeneration, I have seen that for places to really 
be successful in the long term people must want to live 
in, work in and visit them. Both the look and the feel are 
vital to this success and arts and culture has a clear role 
to play. I believe that this report and the success of the 
Park will encourage more programmes like ours, and I 
look forward to that eventuality.

Lorraine Baldry

Olympic Delivery Authority (ODA) Board Member and 
Chairman of ODA Planning Committee; Chairman, 
London & Continental Railways and Inventa Partners Ltd; 
Non-Executive Director of DTZ Holdings plc and Circle 
Holdings plc; Governor of the University of the  
Arts London. 
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When a line from Alfred Tennyson’s poem Ulysses – ‘To 
strive, to seek, to find, and not to yield’ – was selected 
by an international panel to be etched onto a wall in 
London’s Olympic Park, Sarah Weir, then Head of Arts 
and Cultural Strategy at the Olympic Delivery Authority 
(ODA) and now Arts and Culture Director at the Olympic 
Park Legacy Company (OPLC), made a direct parallel 
between these words and her experience of running an 
embedded arts programme for the Park. It was a rough 
ride, but like a lot of rough rides it was exhilarating and 
ultimately hugely significant. 

This report attempts to encapsulate that ride, drawing 
out critical issues that arose over its seven-year lifespan. 
The aim is not to navel gaze, but to offer an honest 
and rigorous account of the process, the outcome of 
which is a set of recommendations that can be used by 
policy makers, developers and Olympic host cities when 
embarking on culturally led regeneration programmes 
in the future. 

In effect, the eighteen thousand or so words that make 
up the main part of this report can be reduced to six, 
or nine if we add the bit about simplicity: ‘The right 
people and a budget – it’s so simple.’ This was Sarah 
Weir’s response when asked to outline the recipe for 
a successful programme. It alludes to the two most 
significant challenges she met with on her journey.  
One, that art wasn’t included in the original masterplan 
of the Park and therefore had no allocated budget, and 
two, that in 2007 the recession hit, impacting on all  
‘non- crucial’ elements of the project. 

Gloomy departure points notwithstanding, Sarah Weir 
and her team of three have managed to create the most 
ambitious and embedded Olympic cultural programme 
to date. Not to be confused with the Cultural Olympiad 
(a four-year celebration across the UK leading up to the 
Games), the focus of the Arts and Culture programme 
run by Sarah at the ODA and now at the OPLC is 
primarily on the legacy of the Games. The wide-ranging 

programme of permanent commissions, residencies 
and participatory events by international and emerging 
artists, as well as an extremely successful visitor centre, 
is designed to give the Park and its future inhabitants a 
sense of the rich history and future possibilities of this 
newly imagined part of east London.

The value of integrating art into large-scale regeneration 
developments is evident in many schemes across Europe 
and further afield, a selection of which are discussed 
in the international case studies section of this report, 
including Beyond in Utrecht and Folkestone Triennial 
in the UK. Art can give a patina and a human scale that 
many other disciplines struggle to deliver. As Sir Nicholas 
Serota, Director of Tate, ODA board member and chair of 
the art commissioning panel, said in an interview for this 
report: ‘Art can reference the accumulation of memory 
and experience which gives a place a sense of identity.’ 
These elements are not ‘nice to have’ – they are the 
foundation of any vibrant and successful community. 

What is most striking about the Arts and Culture 
programme is that its reach has gone beyond specific 
visual art commissioning to support the ambitions of the 
board members, masterplanners and designers for high-
quality architecture and design, to impact on the overall 
aesthetic of the Park. This report aims to emphasise the 
role that Sarah Weir and Sir Nicholas Serota played in 
helping to create an atmosphere in which quality of art, 
architecture and design was considered of paramount 
importance even when pressures on time and money 
were all-pervasive. As Alison Nimmo, then Director 
of Design and Regeneration at ODA, says in the story 
element of this report: ‘In the end, everybody forgets 
about time and money, and quality is what remains.’ 

Like other Olympic cities, London has sought to 
regenerate a hitherto neglected part of the city by 
commissioning world-class architects. What makes 
London’s Olympic Park stand out is the focus on the 
public realm and the ambition to create a sustainable 
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community for future residents and visitors. This focus 
was embedded by the masterplanners EDAW (now 
AECOM), but the Arts and Culture programme has 
played no small part in delivering this ambition.

What emerges in these pages is the importance of 
winning people over if anything of significance is to 
be achieved. Sarah Weir’s ability to shore up internal 
support from ODA colleagues and external support 
from strategic agencies such as the Greater London 
Authority, Arts Council England and London Thames 
Gateway Development Corporation has been critical in 
the development of the programme. In many ways, this 
is a tale of two cultures – hence the title of this report 
– with the world of developers, planners and policy 
makers in one camp and arts representatives in another. 
It is notoriously difficult to span these two worlds, but 
Sarah and her team have managed it. As one member 
of ODA staff said, ‘The arts and culture team is the one 
creative voice that exists within a value-engineered 
delivery mechanism. Their work has given us a stage that 
has a resonance beyond a global corporate event.’

The extraordinarily rich context in which the Arts and 
Culture programme now sits includes internationally 
renowned art commissioning schemes such as 
Transport for London’s Art on the Underground 
programme and the GLA’s Fourth Plinth programme 
for Trafalgar Square. With the exponential growth in 
visitor figures to contemporary art galleries and visual 
art festivals in London and across the UK, along with 
the expansion of many gallery programmes into the 
public realm, the level and sophistication of demand 
for publicly sited art projects are considerable. It is 
important to build on this interest and strive to maintain 
the quality of these programmes, particularly in the 
current financial climate when budgets are being 
squeezed. 

It has recently been announced that the area around the 
Athletes’ Village where Tennyson’s line will be inscribed 
as part of the Arts and Culture programme is to be 
renamed Ulysses Place, after the poem’s title. A fitting 
example of the way art can become embedded into the 
fabric of a community, its past, its present and its future. 
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The recommendations to follow build on the 
extensive research and analyses undertaken for this 
report, including interviews with over forty ODA 
staff members, artists, commissioners, contractors, 
fabricators and external stakeholders, ranging from the 
Greater London Authority to London Thames Gateway 
Development Corporation (see appendix v for details). 

Recommendations for 
future regeneration 
programmes 

— Consider arts and culture in its broader sense, to 
encompass creativity and design excellence across 
all elements of a regeneration scheme.

— Always strive for excellence. It is better to do fewer 
things well.

— Embed arts and culture programmes into a scheme 
from the masterplanning and design stages of a 
development by devising a programme and funding 
strategy which is agreed at board level.

— Appoint a cultural champion onto board level. 
Champions are often the deciding factor in 
the success (or otherwise) of large-scale art 
commissioning schemes.

— Increase probability of success by drawing up 
realistic budgets and management structures, 
and addressing restraints such as procurement 
processes at the start of the programme. The 
disproportionate amount of time spent developing 
and managing many art commissions contributes 
to clients’ unwillingness to take risks and encourage 
excellence.

— Implement an arts strategy which allows space for 
future development. Successful art commissioning 
schemes generally evolve over time.

— Where appropriate, agree the art commissioning 
strategy with the statutory planning authority in 
order to leverage support and funding. 

— Devise a management structure that enables the 
architecture and design teams to work alongside 
the arts and culture team in order to facilitate close 
collaboration at key design stages.

— Recruit a team of employees who have 
complementary skills as well as leadership qualities, 
and who are able to bridge the gap between the two 
worlds of construction and contemporary art.

— Use external curators for critical feedback as well 
as peer and advocacy support. Selection panels, 
advisory groups and ‘critical friends’ can be 
extremely useful, to draw on past experience and 
lessons already learned. 

— Engender a sense of ownership of the commissions 
amongst staff (and later on, residents and 
visitors) by involving them at crucial points in the 
commissioning process. 

— Provide opportunities for members of selection 
panels (made up of internal staff and external 
people with commissioning expertise) to discuss 
the parameters of the site and agree the aims 
of a commission, as well as the role of public art, 
before the selection process begins. This will 
establish a rapport, sense of mutual respect and an 
understanding of pertinent issues. 

— Devise robust, imaginative and realistic evaluation, 
maintenance and decommissioning programmes 
from the initial stages of a programme.

— Be realistic about what can be achieved. Making 
over-blown and wrongly timed claims for an art and 
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culture programme damages that programme and 
the viability of future programmes. 

— Consider the communities (including artists) 
beyond your borders and how to engage with 
them throughout building and construction 
work. Investment in people through artist-led 
programmes, alongside public commissions, 
makes a big difference to buy-in, credibility and 
programme reach. 

Recommendations for  
OPLC  

— Appoint an independent cultural representative 
onto the OPLC Board to champion the arts. The 
success of any future arts and culture programme in 
the Park depends on representation at this level.

— Publish an arts strategy which is ratified at board 
level, with a budget, staff and clearly defined goals.

— Appoint a Principal Arts Advisor, on a permanent 
basis, to ensure that imaginative selection of artists 
is considered across a wide range of commissions. 
This will put in place a system that is properly 
resourced from the beginning.

— Devise a system that requires key OPLC staff 
and other stakeholders to engage with the arts 
and culture programme by attending launches 
and seeing the work in situ. This will create an 
understanding of the relevance of the programme 
to both the Olympic Park and its environs, and 
lead to long-term buy-in of the art and culture 
programme.

— Ensure maintenance requirements are fully 
documented in relevant manuals and built into 
longer-term financial planning by OPLC.

— Take a long-term view, with arts and culture 
embedded across, and connected to, all major OPLC 
strategies and programmes.

Recommendations for the 
OPLC Arts and Culture team 

— Create a vehicle that brings the art commissioning 
programme together. This will enable members 
of the public and press to engage fully with the 
programme and could be realised in the form of a 
website or publication.

— Position the arts and culture programme within 
a wider critical framework by organising a 
programme of discursive events and talks on current 
commissioning models and the role of culturally led 
programming for the Olympic Park and its legacy.

— Consider ongoing evaluation for all current and 
future programming, to facilitate a process of 
learning and reflection, working towards a report in 
2015 by an external evaluator. 
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London submits bid 
for the 2012 Olympic 
Games

Jude Kelly is appointed chair, Art, 
Culture and Education Committee 
for London 2012 Olympic Games Bid

Sarah Weir, Chief Executive of ACE 
London, works behind the scenes 
to lobby Bid team to consider role of 
culture in the Park

Hilary Carty and Amy Bater are 
seconded from ACE London/national 
offices to the London 2012 Bid team 
for two years

Sarah Weir leverages £100k from 
ACE for a range of strategic work to 
help develop the cultural offer for 
London’s bid to host the Olympic 
and Paralympic Games. This includes 
UK-wide consultation with arts and 
cultural representatives, led by Jude 
Kelly/Hilary Carty with Act IV. This 
work forms the basis of Chapter 17 of 
London’s bid
 
London is shortlisted for the  
Games – detailed bid submitted

Cultural Round Table (CRT) group 
established

Nicola Thorold and Rose Fenton 
commissioned to write a strategy 
for Arts, Culture and Creativity in 
the Park

London wins the bid

Alison Nimmo appointed 
as Director of Design and 
Regeneration at ODA

ODA Arts & Culture timeline
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David Higgins is appointed CEO  
of the ODA

CRT group recommends the inclusion 
of art in the Park

ODA is formally established

Sir Nicholas Serota is appointed 
Design Champion on ODA Board 

Sarah Weir moves from ACE London 
to ODA and LOCOG

Anna Vickery and Claire Gevaux  
are seconded from ACE London to 
work at ODA 

Curators’ meeting at Tate 
Modern to discuss the visual 
arts component of the 
Olympic Games

Construction of the Olympic 
Park begins

Beijing Olympic Games take 
place; countdown to London 
Olympic and Paralympic 
Games begins

Sarah Weir devises four-year 
programme of rolling artist-led 
commissions to engage with 
residents in the Host Boroughs; 
£500k funding is withdrawn at the 
last minute

Thorold and Fenton’s report 
is completed and presented 
formally by the CRT group 
to ODA 

Olympic Park Design Strategy 
published

2006 2007 2008
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Public Realm Commissioning 
advisory panel convened, 
chaired by Sir Nicholas Serota

Simon Pope launches his film 
Memory Marathon, the first Inside 
Out commission with external 
funding from the LDA and ACE 

Adriana Marques is appointed 
Principal Advisor to the ODA Arts and 
Cultural Strategy team (maternity 
cover for Anna Vickery)

Martin Richman’s footbridge One 
Whirl is installed

UK in recession

View Tube is launched on second 
Open Weekend

Carsten Nicolai’s lfo Spectrum is 
installed on the Northern Headhouse 

Rio wins 2016 Olympic and 
Paralympic Games

View Tube opens full-time to the 
public, funded by ODA and LTGDC

2009 2010
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Poem for the Athletes’ Village  is chosen by 
international panel; last line of Alfred Lord 
Tennyson’s poem Ulysses: “To strive, to seek, to  
find, and not to yield” will be engraved on a wall  
in the village

Community engagement 
programme for RUN and 
entrance markers begins, led 
by artist Lucy Harrison

Final meeting of the PRC 
advisory panel

Poet Laureate Carol Ann 
Duffy is commissioned for 
a poem to be permanently 
installed at Eton Manor as 
part of Winning Words

Neville Gabie is appointed Artist in Residence to the 
Olympic Park  

UP Projects with Nina Pope, Karen Guthrie and Studio 
Weave are appointed as the second Inside  
Out commission with the Floating Cinema

Special edition of the local paper Shoreditch Star is 
published, after extensive workshops in the Host 
Boroughs

National launch of Winning Words via BBC, asking 
the nation to suggest a poem for the Athletes’ Village

The Clouds Bridge by RCA students Nazareno Crea and 
Oscar Bauer is installed on Angel Lane Bridge 

Greenway markers by The Klassnik Corporation, Riita 
Ikonen and We Made That are installed

Poet Lemn Sissay, funded by ACE London, is commissioned 
to write a poem for the Olympic Park. This is a precursor to 
the Winning Words poetry programme

2010 2011
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Wildflower Meadows by The Klassnik Corporation, 
Riitta Ikonen and We Made That is installed along 
with Fantastic Facts on benches across the Park

Lemn Sissay’s poem Spark Catchers is installed on 
an electricity transformer in the north of the Park

A further three poets – John Burnside, Jo 
Shapcott and Caroline Bird – are commissioned 
for transformer enclosures in the Park, to be 
permanently installed in late summer

Floating Cinema is launched – UP Projects, 
Somewhere, and Studio Weave

Independent Park charity, the Legacy List, is set up 
with Sarah Weir as CEO

ODA starts winding down as major build projects 
are completed

Tom Daley makes the first dive into the Aquatics 
Centre pool to mark the year-long countdown to 
London 2012

End of July – Sarah Weir starts at OPLC full-time, 
followed by Claire Gevaux part-time and the team 
PA Sarah Batson full-time

Martin Richman’s underpass commission is 
completed

Inter Alia by Grenville Davey, RCA students and 
local people is installed on a 100m supporting 
wall of the central Olympic Park bridge

Clare Woods’s commission on the Utility 
buildings is installed, facing out of the Olympic 
Park towards Carpenters Road

DJ Simpson’s commission on the Utility 
buildings is installed, facing into the Olympic 
Park towards the Aquatics building

Neville Gabie completes Olympic Park 
residency

Carol Ann Duffy’s poem, design by Stephen 
Raw, is installed at Eton Manor

Adriana Marques’s contract and Claire 
Gevaux’s secondment to the ODA both end

2011
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2013 2015 20162012

Jeppe Hein’s work is installed in the 
Olympic Village

Remaining entrance markers by 
Dan Harvey and Heather Ackroyd are 
installed

Phased opening of Olympic Park 
as Queen Elizabeth Olympic Park; 
residents move into the Athletes’ 
Village apartments

Handover of recommendations re 
arts and culture to Rio for use with 
the cultural programme for the Rio 
2016 Olympic and Paralympic Games

Jason Bruges’s second underpass 
is installed after completion of 
Crossrail work

Proposed evaluation of impact and 
reception of ODA Arts and Culture 
commissioning programme to be 
carried out by OPLC (tbc)

Anish Kapoor’s ArcelorMittal Orbit  
is completed 

Monica Bonvicini’s RUN is installed 
in the Handball Plaza

A number of Heather Ackroyd 
and Dan Harvey’s ten permanent 
entrance markers are installed pre-
Games

Jason Bruges Studio’s footbridge, 
Fast, faster, fastest, and underpass 
commission are installed

London 2012 Olympic Games and 
Paralympic Games take place

Olympic Park is closed; 
transformation begins
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The story
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The early years:  
2003 – 2007 
Tables, chapters and 
light bulbs 

When London submitted its bid for the 2012 Olympic 
Games in July 2003, Sarah Weir, Executive Director 
of Arts Council England (ACE), was determined to 
get art and culture more firmly embedded into the 
Olympic story, if the bid was successful. Taking Pierre 
de Coubertin’s firmly held conviction that the Olympic 
Games should be a celebration of the unity of mind, 
body and spirit, Sarah’s ambition was to create a place 
which local people and visitors felt they could connect 
to, long after the Olympic Games had left town, and 
which would ensure a legacy of all three Olympic 
principles of culture, education and sport.

Sarah embarked on a journey that had no end point, no 
resources and certainly nothing that resembled a map.

Soon after Jude Kelly, now Artistic Director of the 
Southbank Centre and at that time a theatre director, 
was appointed chair of the Arts, Culture and Education 
Advisory Committee of the bid in May 2004, meetings 
were held with Barbara Cassani, leader of London’s bid 
and her team. Sarah’s aim was to get someone into the 
bid team who could start sowing the seed, embedding 
the arts into the vision for future development of this 
part of east London. After some initial resistance, by the 
end of 2004 Sarah had managed to second a valued 
Arts Council England staff member, Hilary Carty with 
another colleague Amy Bater, into the bid team where 
they inhabited the alien and often challenging world of 
project managers, bid developers and sports people for 
two years until 2006.

‘Jude and I were the Wild Women of the East at that 
point, constantly waving the cultural banner in rooms 
full of businessmen who clearly thought we were 
mad,’ says Sarah now. In a bid to gauge interest and 
garner support, she leveraged £100,000 from ACE to 
fund a series of meetings and discussions with cultural 
practitioners from across the UK on how they thought 
the Olympics could connect with culture. Carried out by 
arts development agency Act IV in liaison with Jude Kelly 
and Hilary Carty, the outcome of these discussions then 
became the cultural chapter of the bid. 

This section of the bid was known as Chapter 17 and 
focused on the Cultural Olympiad (a celebration of 
culture across the UK leading up to the Games) rather 
than a long-term commissioning programme for the 
Park. Sarah acknowledges that ‘at this point, I was so 
busy trying to get arts and culture at the Olympic table 
– and there were so many tables to be at – I ended up 
missing a trick. The result was that while arts and culture 
was part of the bid in the form of the Cultural Olympiad, 
it wasn’t part of the longer-term vision for the Park itself.’

When London won the bid in July 2005, Sarah’s 
determination was renewed. A meeting was set up by 

London 2012 Olympic and Paralympic Park, 2007. Photo: courtesy of the ODA
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Baron Smith of Finsbury with, among others, newly 
appointed Director of Design and Regeneration at 
the Olympic Delivery Authority Alison Nimmo, Sarah 
Weir, Jude Kelly and Sir Nicholas Serota, Director of 
Tate, to discuss the possibility of either using planning 
requirements known as Section 106 agreements 
or instituting a ‘percent for art’ policy in the Park. 
Frustratingly, this came to nothing and continues to be 
one of Alison Nimmo’s regrets. Other more pressing 
issues were on her mind. As with all ambitious bids, 
after the celebrations come to an end, the reality kicks 
in. Nimmo was acutely aware of the public feeling 
regarding UK delivery of large-scale projects. ‘We had 
to cope with the legacy of the difficulties surrounding 
Wembley and the Scottish Parliament building 
programmes. The commonly held view was that we 
in the UK are unable to deliver projects on time and 
on budget.’ The focus for Nimmo was always how to 
balance quality, time and money. ‘In the end, everybody 
forgets about the time and money, and the quality is 
what remains.’ 

During a less than riveting series of presentations in 
Beijing in 2006, a light bulb moment occurred for Sarah. 
Gilbert Felli, Executive Director of the International 
Olympic Committee, stated in his presentation that 
‘Culture and education at the Olympics are a must have 
rather than a nice to have.’ This was a much-needed spur 
to continue waving the flag. ‘I nearly fell off my chair! I 
immediately texted Hilary saying all was not in vain and 
that her early work was paying dividends.’

The appointment of Sir Nicholas Serota to the ODA 
board in April 2006 sent a clear message to ODA staff, 
stakeholders and cultural representatives that culture – 
in its broadest sense – was on the Olympic Park agenda. 
Serota’s longstanding interest in architecture, the 
public realm and the environment has shaped the way 
he directed the Whitechapel Gallery in the 1970s and 
80s and how he currently directs Tate. He is a broker 
between the two worlds of public realm development 
and culture, and brings with him an understanding of 
how political systems and cultural funding mechanisms 
work – particularly in relation to local authority and 
central government finance.

Importantly, Serota’s role in the Park focused primarily 
on the design aesthetic of the overall environment 
rather than the art commissioning programme. Along 

with other board members, including Lorraine Baldry 
and David Taylor, he fought for the appointment of 
architects who had a track record in designing buildings 
of international stature rather than those who had 
experience in designing sports arenas – a move that was 
considered a huge risk by the ODA. He also played a role 
in considering the design of the public realm. ‘Once the 
masterplan was settled in early 2007, we realised that 
further work needed to be carried out on the landscape 
as a consequence of moving the buildings around. In the 
course of thinking about the landscape, we considered 
the importance of the public realm: how to animate it, 
give it depth and express the accumulation of memory 
and experience in this part of London.’ Sir David Higgins, 
the then Chief Executive of ODA, was crucial in helping 
to open up a dialogue about what the public realm could 
offer and his overall support was unwavering. He saw 
an opportunity to repurpose some of the lighting and 
surface treatment budgets to bring in a better, more 
imaginative result.

In addition to the masterplanners and landscape 
architects already in place, Serota and other board 
members recognised the need to appoint an individual 
to take on this additional creative task: ‘This sensitive 
role couldn’t be carried out by committee. We had to 
find someone who was capable of negotiating at a high 
level, working with planners, developers, architects and 
regulatory authorities, with a sensitivity to this part of 
London, an interest in the public realm and a background 
in the arts. Sarah was the perfect person to fulfil this role.’ 

At around this time, a Cultural Round Table Group was 
established by the ODA to consider the opportunities 
for cultural interventions in the Park. Members included 
politicians, cultural representatives and key ODA staff. 
Sarah was invited to chair this group in 2006, and quickly 
proposed that a strategy for arts, culture and creativity 
in the Park be drawn up. ‘I knew that what was needed 
was a realistic strategy that could be used on the ground 
to get the ball rolling at the ODA. There was now a real 
sense of urgency.’

Arts professionals Nicola Thorold and Rose Fenton were 
appointed to research and write the strategy, which was 
completed (but never publicly sanctioned) in November 
2007. Sarah worked closely with Thorold and Fenton, 
ensuring that the report was positioned correctly and 
made effective use of words such as ‘immediate’ and 
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‘timely’. It recommended that the ODA and partners 
should:

— ensure the self-sustaining creative future of the Park 
by working with other stakeholders, and influencing 
the ongoing legacy business planning and legacy 
masterplanning process; 

— involve artists in design and architectural teams, 
particularly in areas which last into its legacy phase;

— act as a catalyst to set up an ambitious, pioneering 
arts-led community engagement programme of the 
highest quality;

— create the infrastructure and facilities that allow the 
Park to host large- and small-scale cultural events of 
the highest quality in its legacy phase;

— recruit a small team immediately to drive these 
recommendations forward and create the necessary 
investment framework to deliver the vision.

The ODA Board accepted the recommendations and 
agreed to appoint Sarah on the basis that they would 
cover a quarter of her salary, with the rest coming from 
the London Development Agency (LDA) and the London 
Organising Committee of the Olympic Games (LOCOG), 
for whom she worked part-time as Launch Director for 
the first Open Weekend in 2008. ACE London seconded 
two staff members, Anna Vickery and Claire Gevaux, 
to work with Sarah for a year – this provided vital early 
support to the programme and is just one example of 
the Arts Council’s ongoing commitment to its success. 
Vickery had visual art expertise, while Gevaux had 
a project management background. The team was 
carefully picked by Sarah to represent complementary 
skill sets that would be crucial in navigating the complex 
and highly pressured environment of the ODA. To begin 
with, Sarah divided her time between LOCOG and the 
ODA. It soon became clear, however, that the task was so 
huge that all her time was required at the ODA, building 
up support and a framework for the arts and culture 
programme. By the end of 2008, she was working full-
time at the ODA.

This phase of Sarah’s journey was particularly 
challenging: ‘I was cast adrift. I had left the Arts Council 
where I was surrounded by people who understood the 
value of the arts and was thrown into an environment 
that took me back to my corporate years at Lloyds. I was 
no longer the boss, surrounded by men in suits who 
constantly questioned my presence and could see little 

worth in engaging in a dialogue about creativity and 
culture. It was at this time that I learnt how to be a leader 
when you’re not the leader.’

It is striking that while much of the focus at this point 
was on the cultural element of the Olympic Games, 
Sarah’s focus was firmly on the post-Olympic landscape. 
‘I have always held on to the idea that this Park in terms 
of culture, education or sport, should also inspire a ten-
year-old from Peckham in 2020. It should offer that child 
an opportunity to say, “This is the moment for me to 
make the most of myself”.’
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The hard work begins: 
2008 – 2009 
Trains, tentacles and 
tubes 

Five years after Sarah Weir first entertained the idea of 
developing a cultural landscape for a notional Olympic 
Park, she moved from ACE to take on the role of Head 
of Arts and Cultural Strategy at the ODA in the Design 
and Regeneration department. She and her two 
staff members took up residence in an organisation 
that had existed for two years. ‘We were like guests, 
coming in late, begging for a place at the table. All the 
procurement, governance and legal systems were well 
established. We had no budget, no time and no strategy 
– an insane position from which to negotiate.’

Their first task was to develop a strategy and raise funds 
to realise it. The team consulted internally and externally 
and developed a set of key principles that became the 
foundation upon which the arts and culture programme 
was built. The overarching principle of the strategy 
became ‘Art as a part of it, not as an add on’, a paraphrase 
of Gilbert Felli’s Beijing statement quoted above. Other 
principles focused on the importance of reflecting the 
cultural DNA of the Park – its history, present and future, 
the need for world-class projects which reflect a bold and 
contemporary aesthetic, and the importance of involving 
artists at the design stage of the Park.

Specific projects in the strategy included five major 
commissions (light works, water pieces, park hubs, 
entrance markers and a visitor attraction) as well as 
contributions to the landscaping and public realm 
schemes and workshops with students and local 
residents.

Construction of the Olympic Park began in May 2008, 
the same month that the Arts and Culture strategy was 
completed, a synchronicity of events that highlights 
the catching up that needed to be done. Anna Vickery 
likens it to a fast moving train: ‘We knew we had to jump 
on and that we would end up in the wrong carriage, 
but there was no alternative.’ The recession had been 

looming for a while, but it was now firmly taking root 
and meant that the strategy was never formally agreed. 
‘There was a palpable state of anxiety about how the 
International Press Centre and Olympic Village were 
going to be funded at that point, so any elements that 
were deemed to be superfluous were squeezed out.’

The lack of time and money dictated the choice of 
commissioning model that Sarah and her team 
developed. It was felt that the only way the arts and 
culture team could get any commissions off the ground 
was to develop a model that was responsive and organic 
rather than the signature work of one curator who would 
commission a tightly conceived programme of works. 
‘We had lengthy discussions about going down the route 
of the Munster model by commissioning a programme of 
temporary and permanent works, some of which could 
be bought by the Olympic Park Legacy Company (OPLC) 
to enable them to build up a collection for the future. [See 
the national and international case studies chapter for 
details of Sculpture Projects Munster.] But it didn’t seem 
right for this huge swathe of land to have an authored 
approach: it felt too limiting for the future, and besides, 
how could we invite an internationally renowned curator 
into a situation that was so fraught in relation to time 
and with no money or support?’ 

Support from Nicholas Serota and the board was crucial 
here. Serota says, ‘There was a moment in 2008 when 
we thought about going down the single curator line, but 
we felt that it was inappropriate for such a large scheme, 
which was at its inception, to have the stamp of a single 
curatorial voice – we needed to leave a space for the 
people of east London to make their mark. Besides, Sarah 
was being so incredibly effective that we didn’t consider 
it necessary.’

Everything that the Arts and Culture team did at this 
point revolved around building relationships with 
ODA staff – landscape designers, masterplanners, 
procurement directors, budget holders – getting 
them to see the value of considering a broader cultural 
language for the Park and involving artists in their 
projects. They were one of the few teams that talked 
to every department, and gradually became a link 
between them. ‘We are a very small team with very long 
tentacles,’ says Anna Vickery. 
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Sarah carried out a major charm offensive, to which 
countless interviewees have referred over the course 
of research carried out for this report: ‘We needed an 
ideas person who was persuasive, politically savvy 
and undaunted, we were very lucky to have Sarah. She 
developed an extraordinary range of opportunities 
out of the most unlikely situations.’ And: ‘The arts and 
culture team is the one creative voice that exists within 
a value-engineered delivery mechanism. Their work has 
given us a stage that has a resonance beyond a global 
corporate event.’

The Arts and Culture team devised a four-year 
programme of commissions which focused on linking 
the surrounding communities to the Park. Sarah says: 
‘We initially thought we’d do something with the blue 
fence around the Park. It had turned into a political hot 
potato and we felt we could bring something positive to 
it, involving local communities. This idea morphed into a 
much more ambitious scheme to commission artists to 
work on longer-term projects from 2008 to 2012. We had 
artists lined up and had leveraged £500,000 from within 
the ODA. At the last minute, I got a call from someone 
saying we can’t be seen to be spending money on people 
at this stage – the credit crunch had just hit us. We were 
devastated – a whole year of laying the ground work  
was wasted.’

However, the Arts and Culture team managed to retain 
an element of this programme by developing two hugely 
successful commissions over a year later that came to be 
known as Inside Out projects. (See appendix i for details 
of Memory Marathon and Floating Cinema.) 

It is important to stress here that Sarah’s role extended 
beyond the commissioning of art for the Park to include 
a design and cultural overview. Kevin Owens, Principal 
Designer at LOCOG, worked with Sarah on setting up a 
Creative Design Group which provided a platform for 
architects to discuss issues relating to design quality 
and branding with LOCOG and ODA staff. ‘This was a 
holistic approach which gave a platform for architects to 
make the case for embedding the look of the Games into 
their architecture. Sarah and Nicholas Serota played an 
important part in this.’

Out of this came the Arts and Culture team’s first major 
break into the Park’s infrastructure in 2008. In discussions 
with both Park architects and ODA designers, Sarah 

came up with the idea of doing something with twelve 
of the thirty-four new bridges in the Park as a long-term 
memory of London 2012 under the banner of ‘12 bridges 
for 2012’, thereby creating a unifying vision – and subtle 
branding. This involved painting the underside of each 
bridge one of the Olympic colours: a simple but effective 
way of laying the foundation for future commissions. 
‘Once we managed to convince key ODA staff that we 
could bring something valuable to the table which 
wasn’t just about sculptural commissions, but about 
affecting the built infrastructure, people began to knock 
on our door. They had a tangible sense of the kind of thing 
we could do for their team.’ Kevin Owens is clear about 
the significance of this initiative: ‘This was a watershed 
moment, not just for the Arts and Culture team, but for 
the design of the Park as a whole. Up until this moment 
the bridges were just considered to be crossings from A 
to B. The arts team impacted significantly on the overall 
design aesthetic of the Park.’

Soon after this, Sarah started talking to John Middleton 
(Head of Economic Development at London Thames 
Gateway Development Corporation) about the idea 
of building a visitor centre on the Park. Middleton 
remembers, ‘I went on a boat trip on the River 
Lea organised by British Waterways. Sarah was a 
commentator on that trip. We got chatting afterwards 
and agreed a vision for a visitor centre: a brew, a loo and 
a view – all the things that we considered crucial for 
its success.’ Paul Brickell, CEO of Leaside Regeneration, 
provided the logistical solutions concerning the social 
enterprise element of the project, Eric Reynolds of Urban 
Space Management provided the design solution, Sarah 
brought energy and drive and championed it within 
the ODA, and John Middleton leveraged fifty percent of 
the funding, with ODA providing the other half. Several 
others in the ODA, including Alison Nimmo, Jerome Frost 
and John Hopkins, provided critical support and expertise.

The vibrant bright green structure, which became 
known as the View Tube, is located on the Greenway 
on the south-east boundary of the Park. It includes a 
café run by a local business, a volunteer-run garden 
which stocks the café kitchen, a wildlife education 
space, a cycle-hire facility, a vibrant arts and culture 
programme, information spaces and a panoramic 
view of the Olympic Park. It was built using recycled 
shipping containers (supplied and built by Urban Space 
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Management) and this gives it a temporary, quirky 
aesthetic. What began as a small-scale project, realised 
under the radar with a relatively small budget, has 
turned into one of the major success stories of not only 
the Arts and Culture team but the Olympic Park, in the 
run-up to the Games. 

The View Tube opened in July 2009 with projected 
visitor figures of 3,500 a year. In July 2011 alone, visitors 
exceeded 10,000, bringing the current level of visitors 
per year to 120,000. Its geographic location, domestic 
scale and locally run café attract a huge range of visitors 
from local school children to pensioners. Cyclists and 
walkers come from Newham, Tower Hamlets, Hackney 
and further afield. The View Tube arts programme was 
initially made up of work by artists who live locally, but 
when freelance curator Alice Sharp was brought on 
board to curate a programme of commissions, an Arts 
Council grant enabled internationally recognised artists 
such as Gavin Turk and Faisal Abdu’ Allah to be shown 
alongside lesser-known artists.

Rosie Murdoch, the dynamic manager of the View Tube, 
is well aware that this venue is, for many people, the face 
of the Olympic Park. ‘This is the one place that members 
of the public can come to view the future location of 
the Olympic Games. The level of interest has been 
extraordinary. People are hungry for visible evidence of 
the arts programme and they find it here.’ She is clear 
that the success of the venue derives from the fact that 
it is run as a social enterprise by a partnership body. ‘This 
is a not-for-profit organisation that exists at arm’s length 
from the ODA. This has allowed it to establish its own 
identity and close links with the community.’ 

While ideas for the View Tube were in development, 
another type of visitor centre was being considered 
along very different lines. In November 2008, Sarah 
attended a meeting with Boris Johnson, Mayor of 
London, and other key stakeholders, during which the 
subject of the Arts and Culture Strategy for the Park 
and the five strands of the Public Realm Commissions 
(PRC) group was raised. This led to the Greater London 
Authority (GLA) taking on the visitor-attraction element 
of the programme, with support from key curators and 
gallery directors such as Hans Ulrich Obrist, Nicholas 
Serota and Julia Peyton-Jones, who nominated artists 
for the commission. The commissioning organisation 
Creative Intelligence Agency, led by Sarah Wang, ran 

the selection process, which resulted in artist Anish 
Kapoor and structural designer Cecil Balmond being 
commissioned to develop a proposal that became 
known as the ArcelorMittal Orbit, after the sponsor who 
provided the majority of the funding for the project. The 
Orbit contains a lift that will offer visitors panoramic 
views of London.

The Orbit was developed, managed and fundraised for 
by the Mayor’s office at the GLA. The process wasn’t 
without its faults. The CIA was brought in very late 
to manage the selection process; the deadline for 
proposals for artists was extremely tight; and the panel 
that nominated artists was not the same panel as the 
one that assessed applications. However, because of 
its scale (115 metres) and prominent location (between 
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The View Tube, a social enterprise and community venue developed 
through a partnership between the ODA Arts and Cultural Strategy team, 
LTGDC, Leaside Regeneration and Thames Water, installed by Urban Space 
Management and managed by Leaside Regeneration. Photo: courtesy the 
ODA

Launch of Double Pendulum, a film by Faisal Abdu’Allah, 2011, at the View 
Tube June 2011. Photo: Daniel Thomas
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the Olympic Stadium and the Aquatics Centre) the 
Orbit has become the focal point for the press and 
public in discussions relating to the art commissioning 
programme for the Park. Sarah has commented on the 
value of the Orbit to the Olympic Park as ‘not just being 
an extraordinarily bold artistic statement which brings 
to life the Arts and Cultural Strategy team mantra of “art 
as a part of the Park, not just an add on”, but also a clear 
signal about quality, style and ambition. It is a beacon 
in the Park and will provide inspiration and aspiration to 
others for generations to come.’
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ArcelorMittal Orbit, Anish Kapoor (artist’s impression by Arup), 2012. 
Photograph: courtesy Arup
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Art begins to emerge: 
2010 – 2011  
Panels, procurement 
and projects 

Up until this point, all ODA Arts and Culture commissions 
had been procured through a mixture of open and 
invited competition, with separate panels convened to 
oversee each commission. This was primarily a strategic 
approach which included client-body representation on 
selection panels, thus ensuring buy-in and support. Artist 
long-lists were drawn up with support from external 
commissioning agencies such as the Contemporary Art 
Society and Modus Operandi. Sarah was aware that 
this commissioning process was not without its faults: 
‘We took on board what external advisors were telling 
us. We needed to encourage a broader mix of inspiring 
and innovative proposals and this meant setting up 
a dedicated external panel to oversee the major PRC 
commissions.’

After considerable work during 2009, by early 2010 
Sarah had secured funds from ACE, LDA and GLA for 
a series of high-profile commissions for the Park and 
had established a panel to oversee the programme. 
This afforded the Arts and Culture team a crucial level 
of independence; they were no longer so dependent 
on ODA client buy-in for financial support. The Public 
Realm Commissioning (PRC) advisory panel, as it 
became known, was chaired by Nicholas Serota and 
made up of high-profile curators and artists as well 
as external stakeholders (see appendix ii for details). 
Sarah says: ‘My aim here was twofold: to draw on 
external knowledge and expertise to help us draw 
up high-quality longlists for the major commissions 
and to shore up external support amongst highly 
respected colleagues who could be ambassadors for 
our programme. We took a conscious decision to invite 
a broad range of specialists from chief curator of an east 
London gallery to an Indian dance specialist to a director 
of a major London music and theatre venue, in order to 
ensure that many different cultural voices were heard.’

The first commission that the PRC panel embarked 
upon was for the large public space in front of the 
Handball Arena in the centre of the Park. Members 
drew up a longlist of artists which was whittled down 
to a shortlist at a memorable meeting at the ODA’s 
offices in Canary Wharf. ‘We were looking for an artist 
of international stature who could offer the resilience, 
imagination and experience required for such an 
important commission. We got to the shortlist and 
realised that most of the artists on it were men. We 
reconsidered the list at this stage and developed a much 
stronger, more diverse mix of artists.’

The ODA Procurement director acknowledged that the 
procurement process for this commission, as with all art 
commissions for the Park, was a challenge. ‘In normal 
procurement processes, you put a job out to tender 
and mark responses according to a strict set of criteria 
ranging from experience to budget. Art commissions 
are unique – you can’t judge proposals in the same way 
as there is no defined outcome. It’s a specialist area 
that doesn’t fit within the ODA procurement code or 
any EU regulations. We had to introduce an element 
of lateral interpretation.’ The Arts and Culture team 
worked closely with the Procurement and Legal team 
from the earliest days in 2008 to establish a selection 
procedure that worked for both parties. ‘When we did 
an open call for the first commission – the bridges and 
underpasses – we realised that the number of responses 
was potentially overwhelming. We needed to find a way 
of honing down the procurement process to enable the 
PRC panel to draw up longlists, and then make direct 
approaches to a range of shortlisted artists – what’s 
known as Single Tender Actions.’

There is no doubt that many artists and curators who 
applied to open calls for ODA commissions found the 
‘CompeteFor’ process hard to navigate and extremely 
bureaucratic. ‘In principle, it’s good to have an open 
and fair procurement process but there was no room 
for dialogue which is the starting point for any art 
commission. Too much emphasis was placed on 
elements relating to insurance and not enough on the 
quality of the proposal. It was a case of the culture of 
art trying to fit into an alien system.’ Some of the artists 
interviewed for commissions found the number of 
people on the selection panels extremely daunting, but 
were mainly concerned with the practical and logistical 
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issues created by the extremely tight deadlines. One 
artist commented: ‘There was a level of absurdity to the 
whole endeavour – the scale, the profile, the budget. 
I felt under pressure to come up with a watertight 
proposal which didn’t allow for a new development in 
my practice.’

Other artists were reassured that the selection panel 
included external advisors: ‘As an artist, I prefer to get 
involved in public projects because there is a proper 
adjudication process which is open and accountable. 
For the ODA commission I was judged by independent 
representatives from the visual arts field which gave 
the project a stamp of approval, as opposed to a closed 
process in the commercial sector.’

Included in the make-up of the PRC panel were key 
ODA staff members such as Selina Mason (Deputy 
Head of Design at the ODA) who were responsible 
for the masterplanning and design of the Park. They 
found the selection process fascinating, but also an 
eye-opener. ‘For people not involved in the world of art 
commissioning, the unknown is always a worry. Artists 
are appointed to do the unexpected. The pressure on us 
to deliver on time and on budget was immense, but we 
were determined to bring creativity and high-quality 
design to the Park. We realised that working with artists 
could help us achieve this.’

Discussions concerning particular artists’ proposals 
were robust and sometimes fraught, as they should 
be. ODA architects and designers were introduced to 

the visual arts world with a bang. ‘I found the level of 
debate extremely stimulating. The art world generates 
passionate, articulate people who can be hard to 
argue with. I felt intimidated at times when my view 
ran counter to the “purist” art view and had to remind 
myself that my approach was as valid as theirs. In 
some instances I felt that sentiment and feeling were 
regarded as insubstantial next to art that appealed to 
the intellect. Ultimately, this type of selection procedure 
is about finding the confidence and mutual respect to 
commission great works of art that are right for their 
time and place.’

The PRC panel members were unanimous in their 
support for renowned Italian artist Monica Bonvicini’s 
proposal RUN. The Handball Plaza required a bold, 
contemporary and imaginative response which panel 
members felt would work for both the period of the 
Games and for legacy – a tall order indeed. Bonvicini was 
clear about her ambition for the work: ‘I like the idea that 
the letters will become a meeting point during and after 
the Games – “I’ll meet you by the ‘R’” – but what I really 
want is for the work to become part of the memory of 
people who grow up in and around the Park.’

During the same selection procedure, a lighting 
commission for the riverbank was proposed, but after 
extensive interviews with shortlisted artists, the PRC 
panel decided not to go ahead with it. A bold move 
considering that the Arts and Culture team fought long 
and hard for funding and support. ‘The feeling was that 
none of the proposals really excited us. Perhaps the brief 
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RUN, Monica Bonvicini, 2011, commissioned by the ODA. Image: courtesy 
the ODA and the artist
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was to blame, or the location, but whatever it was, we felt 
it was the right decision not to continue with the idea.’

A couple of months later in November 2010, when the 
panel met again to interview artists for the important 
marker commissions around the Park, a similarly 
difficult decision was made to start the process afresh 
and invite a new group of artists to develop proposals. 
‘This time we knew it was the brief that was at fault 
within the complexity of this Games time and legacy 
commission. We had put too much emphasis on the idea 
of gateways into the Park and had not given enough 
leeway for the artist to interpret the brief as they saw 
fit.’ When Heather Ackroyd and Dan Harvey were finally 
appointed to carry out the marker commissions, there 
was considerable discussion over which artist was 
appropriate for the commission. ‘Any selection process 
concerning such a large-scale and important public 
commission involving multiple partners will inevitably 
be complex. We had to balance the ODA’s ambitions 
with the external partners and advisors.’ 

Running parallel to the setting up of the PRC panel, there 
was a change of staff in the ODA team. Anna Vickery went 
on maternity leave and was replaced by Adriana Marques, 
who took on the role of Principal Advisor to the Arts and 
Cultural Strategy team. Marques’s background in visual 
arts and project management held her in good stead for 
the challenging multifaceted role. ‘I realised pretty soon 
that our project was not about the Olympic Games, but 
about creating a cultural place for the future.’ She was 
thrown into the commissioning process for RUN, liaising 
with LOCOG about its position on the plaza, as well as 
ODA staff on protracted contractual issues. ‘I became 
a translator between Monica and the ODA project 
management staff, helping each side to understand 
the other’s culture.’ This required much tenacity and the 
ability to bring people on board as quickly as possible in 
order to act fast. ‘There were tricky moments when we 
just had to fit into the construction schedule. I had to get 
Monica – who is based in Berlin – to agree to compromise 
on some elements to ensure progress.’

DJ Simpson, the artist commissioned to make a work for 
one of the southern headhouses (concrete compounds 
containing services for the power supply to the Park), 
was equally aware of the pressures of construction 
schedules and fabrication. ‘The pressure that the 
fabricators are put under for large-scale commissions 

can be considerable. Understandably, the client wants 
to assume minimal risks, but these are often passed on 
to the fabricator who has to fabricate a unique project 
which, by its very nature, entails an element of risk.’ Once 
again, the quality of staff and leadership within the ODA 
and its contractors made what was potentially a rough 
ride relatively smooth. ‘Jon Davis, the Project Manager 
for the contractor CLM, was extremely effective and 
democratic. He gave my relatively small commission 
as much time and thought as much larger, probably 
more pressing, projects on site. Sarah Weir and John 
Hopkins were also fantastic, active figure-heads for 
my commission, showing faith every step of the way, 
brokering critical meetings.’

By the end of 2010, the Arts and Culture team was 
managing over thirty commissions, including an 
ambitious sixteen-month-long residency programme 
with artist Neville Gabie, community engagement 
schemes linked to large commissions, and an extended 
poetry programme. They had launched a hugely 
successful visitor centre and an ambitious and extremely 
effective film, Memory Marathon by artist Simon Pope, 
involving residents of the Host Boroughs. The major 
venues were moving towards completion and the 
Olympic Park was coming alive through the landscaping. 
In parallel with all of this activity, Sarah was constantly 
thinking into the future, considering ways of building 
on the foundations to develop a long-term cultural 
presence in the Park.

In early 2011, just as the Arts and Culture programme 
was gaining momentum, developing an ever-expanding 
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Memory Marathon, Simon Pope with Film and Video Umbrella (FVU), 2010, 
commissioned by the ODA. Photo: copyright Angus Mill and property of 
Film and Video Umbrella
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number of projects and initiatives, the ODA was 
beginning to wind down in preparation for the  
handover of the Park to LOCOG. The poetry programme 
was forging ahead, with the announcement that 
the last line of Alfred Tennyson’s poem Ulysses – ‘To 
strive, to seek, to find, and not to yield’ – had been 
selected by an international panel to be engraved on a 
prominent wall in the Athletes’ Village. The aim of this 
programme, set up in partnership with Winning Words, 
a national initiative conceived by William Sieghart, 
founder of National Poetry Day, was to incorporate 
poetry into the Olympic Park, creating a platform for 
a much-loved art form and a historically important 
one in this country’s cultural life. Other poets such as 
Carol Ann Duffy, Jo Shapcott, John Burnside, Caroline 
Bird and Lemn Sissay were commissioned to write 
new poems inspired by the context of the Games or 
history of the site. These poems are engraved on the 
wooden cladding of the transformer boxes that are 
located throughout the Park. When talking about 
the role of art in the Park, one of the commissioned 
poets said simply, ‘We’d be lost without it.’

By the time the second Inside Out programme, Floating 
Cinema, was launched in July 2011, Sarah had one foot 
in the OPLC and one in the ODA. ‘This was a madly 
over-busy period that was reminiscent of the time I was 
working for both the ODA and LOCOG in 2008. I was 
spending half my time laying the foundations for an 
arts programme at OPLC in order to continue the work 
we had started at the ODA, but I was also engaged in 
profile-raising events for the ODA Arts and Culture 
programme and developing new projects.’

At the end of July 2011, Sarah left the ODA and started 
work full-time at OPLC as Director of the Arts and 
Culture team and CEO of the Legacy List, a newly formed 
independent charity which was set up by founding 
partners GLA and OPLC to deliver the long-term cultural, 
social and physical regeneration of the East End. The 
connection with surrounding communities is central 
to Sarah’s ambition for the future. ‘The Legacy List 
will find and fund creative connections between the 
Queen Elizabeth Olympic Park – as it will become known 
after the Games – and the communities around the 
Park and beyond. A range of places, programmes and 
partnerships are being developed, focused on arts and 
culture, education and skills.’

Adriana Marques’s ODA contract was extended 
until December 2011, which enabled her to carry out 
the important task of managing the installation of 
remaining commissions as well as the artist-in-residency 
programme. Claire Gevaux also moved over to the OPLC, 
but spent two days a week seconded back to the ODA in 
order to finalise the entrance marker commission, as well 
as some of the other commissions she had worked on, 
such as the bridges and underpasses.

On Wednesday 27 July 2011, seventeen-year-old medal 
hopeful Tom Daley made the first dive into the waters of 
the Aquatics Centre to mark the year-long countdown to 
London 2012. Marques says: ‘That event was a significant 
marking point for the country as a whole, but reminded 
us that there is so much more to be done in the next 
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Every seat in the stadium, ongoing film project sitting in every seat in the 
Olympic Stadium, Neville Gabie (ODA Artist in Residence) with Samantha 
Wilkinson (curator), 2011, commissioned by the ODA. Photo: courtesy 
Neville Gabie

Unearthed, Neville Gabie (ODA Artist in Residence) with Samantha 
Wilkinson (curator), 2011, commissioned by the ODA. Photo: Paul Grundy
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six months. Our programme has grown so fast in such 
a short period of time, my focus is now on installing 
individual commissions to the highest possible standard 
to ensure that the artists’ ambition for the works is 
realised and that the public can enjoy them for years to 
come.’  
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The future: 2012 – 2030 

The success of the arts, cultural and creative input to 
the Park can only be gauged over time. As we have seen, 
long-term influence was always Sarah Weir’s goal. There 
is much discussion in current press coverage concerning 
the OPLC’s ambition to build an urban landscape that 
echoes that of London’s South Bank Centre (SBC). The 
SBC is first and foremost an arts centre (the largest 
single-run arts centre in the world) with a vibrant mix of 
cultural venues – galleries, theatres and libraries – and 
generous space allocated to the public realm, onto which 
these venues can spill. The next challenge for the OPLC is 
to begin to embed venues as well as commissions into its 
infrastructure.

Sarah is keen to ensure that the culture of the Park comes 
from its surrounding context. East London is made up of 
many different cultural voices that are unique to the city.  
The effectiveness of the Floating Cinema and the View 
Tube in forging long-term links with these communities, 
including local school children, boating communities 
and Host Borough residents, is a model for future 
development. From this solid start a much broader 
strategy should grow.

In addition, there is an ambition for the baton to be 
handed on to Rio for the 2016 Olympic Games, and to 
other international sports and cultural locations such 
as European Capital of Culture cities (Marseille 2013), 
Commonwealth Games (Glasgow 2014) and Winter 
Olympics (Sochi 2014), using lessons learned from 
London 2012, in the same way as the Arts and Culture 
team’s strategy came from lessons learned in Barcelona 
and Sydney.

The importance of working with surrounding 
stakeholders such as the Host Boroughs, CREATE, Lee 
Valley Regional Park Authority, the Olympic Park Legacy 
Company, the GLA and others cannot be overestimated. 
Partnership work with these agencies will ensure 
political buy-in and integration of arts and culture across 
the Park. 

After the Beijing and Athens Games, the focus is now 
much more on what happens to Olympic sites once 
the intensive three-week period of the Games has 

taken place. This should lead to greater consideration 
of embedded art and cultural programmes using the 
experience of London 2012.

In conclusion, Sarah’s final thoughts are: ‘The 
groundwork from 2003 onwards has made the inclusion 
of arts and culture as a key part of the Olympic Park 
plans easier, but the battle is never won. Competing 
commercial, financial and social pressures are always 
present. However, at this stage in the life of the Park, 
art is a (small) part of it, not just an add on, so we have 
a firm base from which to grow. We must continue to 
be bold, ambitious and imaginative to ensure both the 
look and feel of the future Queen Elizabeth Olympic Park 
and its surroundings are enhanced by a creative vision 
which will engage, entice and inspire current and future 
generations.’
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Floating Cinema, Somewhere (Nina Pope and Karen Guthrie) with UP 
Projects and Studio Weave, 2011, commissioned by the ODA. Photo: 
copyright Nina Pope

Floating Cinema, Somewhere (Nina Pope and Karen Guthrie) with UP 
Projects and Studio Weave, 2011, commissioned by the ODA. Photo: 
courtesy Studio Weave
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Over the period that the ODA Arts and Culture 
programme has been in existence, staff members, 
artists, commissioners, contractors and fabricators 
involved have amassed a significant body of practical 
knowledge concerning delivery processes for public 
commissions. 

Whilst acknowledging that a wealth of knowledge and 
expertise has been built up by consultants, artists and 
curators in the public art commissioning sector over 
the past thirty years, it was felt that the lessons learnt 
by those involved in the Olympic Park Arts and Culture 
programme could be useful for future commissioners 
engaged in large-scale development schemes. This is by 
no means an exhaustive list of commissioning guidance. 
Please see Open-City’s www.artintheopen.org.uk 
(London’s resource for art in the public realm) for further 
advice and guidance.  

Design 

 Key design lessons learned are outlined in 
the essential design and masterplanning 
Recommendations. 

Legal 

 Develop contracts that are specifically tailored to 
the value and complexity of commissions. For long-
term programmes, these contracts can be refined 
over time to reflect recurring issues. 

 The ODA legal team drew up two template 
contractual documents:
— Commissions under £100,000 – simple 

agreement
— Commissions over £100,000 – more complex 

agreement

 In traditional construction contracts, artistic ideas 
are not brought to the table. Artists are the only 

‘contractors’ who expand on an initial idea after 
a contract has been signed. This makes artists’ 
contracts unique.

 The artist is the source of an idea. This impacts on 
commercial issues. If a construction contractor 
doesn’t abide by their contract, the contract can 
be terminated and another contractor appointed. 
This is not the case for artists: nobody else is able 
to complete an artist’s concept. This is the most 
striking distinguishing feature of artists’ contracts. 

 Include in contracts a timetable for artists’ approval 
processes during fabrication and installation.

 If an artist’s practice involves overseeing a project to 
its completion, consider ways that the contract with 
the fabricator can allow for this. 

 Lower the level of public indemnity insurance to 
enable artists to carry out works.

 Ensure artists’ contracts are with the arts and 
culture team rather than a contractor. This will 
ensure that the artist is supported and has one point 
of contact throughout the commission.

 Ensure that artists retain intellectual property 
rights.

 Artists can be given the option to deliver a complete 
package of works (i.e. to provide the concept and the 
fabrication). However, this is commercially very risky 
for them. Support and advice need to be provided to 
artists to enable them to make informed decisions.

 Try to spread the burden of risk. Each art commission 
is unique. Fabricators are often required to assume a 
level of risk that the client isn’t willing to take on. 

 Ensure that artists are able to have a collaborative 
working relationship with fabricators by writing this 
into the fabricators’ contract.

Lessons learned
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Project management

 Establish a system of governance (administrative 
processes and procedures) for each commission that 
references the organisation’s processes and sets out 
any exceptions for art commissions.

 Establish clearly defined responsibilities for all 
members of the delivery team including the arts 
project manager, site project manager, contractor, 
fabricator and client.

 Create a critically reflexive environment for artists, 
commissioners and curators. Artists should be able 
to develop their practice and working methods by 
taking a brief in unexpected directions. 

 Encourage artists on site visits before they are 
invited to interview. This is obviously not easy with 
international shortlists and restricted timetables.

 Minimise delays to schedules by appointing a 
quorum of representatives who can take critical 
decisions in the absence of others. 

 Set out clear terms of reference for advisory and 
commissioning panels.

 Seek advice from commissioners, curators, clients 
and others who have delivered large-scale arts and 
culture programmes in the past. Re-inventing the 
wheel can be time-consuming and wasteful. 

Procurement 

 A one-size-fits-all tendering process is rarely 
successful. In the case of art commissioning 
recruitment, independent curators don’t have 
the same resources as large publicly funded 
organisations and will therefore find it hard to 
compete on the same level. 

 Invited competitions for artists can result in a more 
targeted and productive procurement process, 
whilst still ensuring an element of competition.

 Consider the option of devising a ‘Single Tender 
Action’ for the procurement of fabricators. Valuable 
time can be wasted embarking on a competitive 
tendering process for a commission where only one 
fabricator is likely to be able to deliver the project. 
Artists and their project managers should be 

consulted on the fabrication tendering process to 
ensure the best possible outcome.

 Allow enough time for artists to develop a concept 
before inviting them to interview and before 
contacting fabricators later in the process. 

 Artists build up relationships with fabricators over 
the course of their career. It is important to recognise 
that if an artist is asked to draw up detailed budgets 
at the interview stage, they will be required to 
get quotes from contractors and fabricators: 
this is time-consuming and therefore should be 
considered an additional expense.

 When working to limited time-scales in pressurised 
environments, appoint artists whose practice is 
suited to working in this context. 

 Procurement processes need to be flexible 
enough to allow for the different career stages of 
artists. Artists who have not completed a major 
commission in the past may need support in 
drawing up a contract, to ensure that they don’t take 
on too much risk. 

Health and safety

 Health and safety is about facilitating what people 
want to do. Health and safety staff members do not 
shape artistic decisions but inform them by looking 
at ways to realise an artist’s proposal without 
compromising it.

 It is important to consider all reasonably foreseeable 
health and safety issues that may arise, particularly 
in situations where no maintenance budget is 
available.

 Art works should be designed in a way that 
discourages vandalism. There is evidence to show 
that, if an art work is vandalised once, it will be 
repeatedly vandalised. The challenge is to make sure 
the work doesn’t invite vandalism.

 Art commissioning and health and safety teams 
need to establish a dialogue that empowers the art 
commissioning team members to discuss options 
with artists and agree on a level of risk.

 Health and safety staff should have the confidence 
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and experience to be able to take responsibility for 
risk. The less confidence staff members have, the 
more risk averse they will be.

 There is a clear distinction between health and 
safety issues in the public domain and in the work 
place. There is a shared responsibility in the public 
domain between the users and the operators of 
the environment: the users should be able to make 
their own informed decisions about risk. In the work 
place, the onus is on the employer to eliminate risk 
and not just identify it. 

Planning 

 Ensure stakeholders are fully briefed at all stages. 
This is particularly crucial at the design concept 
stage of a project, to ensure buy-in to the project 
and early understanding of potential issues.

 Draw up a brief from the planning agent regarding 
what is required from artists. Artists can be 
unfamiliar with the amount of work involved in 
submitting a planning application. It is therefore 
useful to set out in advance some standard 
expectations of information.

 Convene regular planning co-ordination meetings. 
Information for submissions can come from a 
number of different sources: artists, engineers and 
designers. It is therefore important to manage the 
interface between them.

 Establish pre-briefing opportunities for the planning 
committee. Pre-briefing planners can be invaluable 
in understanding initial reactions to projects from 
planning committees.

 Convene regular update meetings with planning 
officers on all projects. 

Accessibility and equality 

 Consider intellectual access as well as physical 
access and mobility issues for disabled, blind 
and partially sited visitors. Art commissioning 
programmes offer the opportunity to include 
intellectual access, such as online audio descriptions 
that could be downloaded and listened to on site.  

Artists

 Give artists enough time to develop proposals or 
responses between invitation and interview. High-
quality proposals often come out of a dialogue with 
a place, community or curator. Opportunities to 
establish this dialogue need to be incorporated in 
the timetable. 

 Where possible, help artists to position and evaluate 
their work within both their peer group and a 
broader critical framework. 

 Artists are often attracted to public commissions 
(as opposed to commercial or private commissions) 
because the adjudication process is open and 
accountable. An additional stamp of approval is 
gained when independent curators and gallery 
directors are involved in selection processes.

 Ensure that artists aren’t expected to be flag-wavers 
for clients. They need the freedom to create a work 
of art that is free from propaganda or a sense of 
allegiance to an organisation or ideology. 

Advice from external curators

 Embed arts and culture into a programme from the 
initial developmental stages. 

 In programmes where there is no curatorial voice, it 
is particularly important to create a narrative that 
shapes the commissioning programme. This helps 
audiences and communities to engage with the art 
works and gives the programme visibility.

 Address constraints and issues relating specifically 
to commissioning processes (particularly 
procurement) at the start of a programme, in order 
to avoid problems later on.

 Where different funding models are in place 
(e.g. both private and public), create a platform 
for discussing the different constraints on these 
models.

 Artists’ briefs should aim to be inspiring, avoiding 
corporate values and terminology as much as 
possible, in order to generate dynamic responses 
and to encourage a broad range of ideas.
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 It is difficult to ‘curate blind’ or ‘curate by 
committee’. Ideally, an artistic director will put 
together a longlist and appoint an advisory panel, to 
advise on the commissioning process and select a 
shortlist.

 If a timetable is unrealistic, change the parameters 
of the commission or put the funding into another 
project, if possible.

For other more specific lessons learned relating to 
particular projects (for example, working on waterways 
and artist residencies), see the individual ODA case 
studies and micro reports on the ODA Learning Legacy 
website.
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Selected case studies

— Beyond, the Netherlands
— Folkestone Triennial, UK
— Art on the Underground, UK
— Sculpture Projects Munster, 

Germany
 

Introduction

The following four case studies give a snapshot of 
current public art commissioning practice both in the 
UK and abroad. They offer a wider context within which 
the ODA Arts and Culture programme can be positioned. 
Each study has been selected on the grounds of its scale, 
ambition or approach – all elements that are comparable 
to the ODA’s programme. They are therefore relevant 
to the lessons learnt and recommendations outlined 
in this report. All represent high-quality programmes 
in relation to the calibre of artists, the quality of final 
artworks, and the positive impact on audiences and 
locations. They demonstrate a long-term commitment 
to commissioning ambitious new work that is relevant 
to sites and communities.

Sculpture Projects Munster represents a model of 
commissioning which the ODA initially considered 
for the Park: a temporary sculpture exhibition with a 
lasting legacy of permanent commissions which has 
built a reputation for the area as a cultural destination. 
However, Munster did not stem from a need to 
regenerate an area, and therefore did not require a 
broader mechanism to be built up around it. Folkestone 
Triennial responds to the successes of Munster and 
other recurring international exhibitions (such as the 
various biennials of Venice, Istanbul and Berlin), and has 
a similar output to Munster, with both temporary and 

permanent works. However, in contrast, Folkestone 
Triennial has been developed as part of wider ambitions 
and mechanisms to regenerate an area that places 
art and culture at its heart. Akin to ambitions for east 
London, this wider approach has been fundamental 
to developing Folkestone as a cultural destination. As 
Folkestone Triennial curator Andrea Schlieker says: ‘I 
strongly believe that an exhibition alone – however 
successful – cannot reverse the fortunes of a town. 
There has to be a joined up approach right across the 
different economies to make it work.’

Beyond was also part of a wider commitment, 
ambition and process to regenerate an area, although 
its commissioning model differs considerably from 
Folkestone and Munster. It developed a durational 
approach to commissioning art: building a profile 
and sense of community ownership by consistently 
commissioning temporary community-based projects 
for a particular area, over a long period. Permanent 
works were only considered and commissioned at the 
end of the programme, once profile and ownership had 
been established. The success of Beyond’s diverse and 
ongoing engagement with communities is particularly 
relevant in relation to the ODA’s community-focused 
commissions and the ambitions for the future of the 
Olympic Park. 

Art on the Underground also takes a consistent, long-
term approach. While it covers an entire city, its scale 
and the complexity of regulations and number of 
stakeholders make it relevant to the ODA programme. It 
also engages a hugely diverse and broad audience, and a 
growing programme of permanent artworks are being 
integrated into the architecture and design of sites, an 
approach echoed in the ODA’s ‘art as part of the Park, not 
an add on’.

Although these long-term approaches differ, they all 
benefit from a strong curator and/or curatorial vision 
for the art programme as well as a built-in degree of 

National and international  
case studies

01 Preface     |     02 Executive sum
m

ary     |     03 Recom
m

endations     |     04 Tim
eline     |     05 The story     |     06 Lessons learned     |     07 Case studies     |     08 Appendices



© Open–City / Art in the Open

Square pegs and round holes:  
a report on the ODA Arts and Culture programme

Page 32

 

flexibility. The ODA team recognised that flexibility was 
crucial for their programme as it offers the opportunity 
to commission a range of work (both temporary and 
permanent), and means the programme can adapt over 
time to changes in contemporary practice, circumstance, 
opportunities or the responses of the communities 
for whom they are commissioned. Beyond and Art on 
the Underground both created a curatorial framework 
of different programme ‘strands’. These help create 
a strong identity for the programme, but also leave 
artists with a relatively open scope for developing 
ideas. Munster’s and Folkestone’s selection of artists 
and themes changes with each event. For example, the 
theme for the first year of Folkestone was ‘Tales of Time 
and Space’ and for the 2011 exhibition, ‘A Million Miles 
from Home’. Munster began as a sculpture exhibition 
for public space, but the 2007 exhibition demonstrated 
a shift in approach to include artists whose practice and 
interaction with public space is broader, for example 
Susan Philipz’s sound installation Lost Reflection and 
Jeremy Deller’s Speak to the Earth and It Will Tell You that 
engaged with a particular community group. 

All four of these art programmes have clearly defined 
curatorial approaches and programmes that are 
accessible through extensive engagement and 
communication initiatives including websites, links with 
social-networking sites, talks, workshops, tours and 
events programmes. As noted in the recommendations 
above, these mechanisms are valuable for building and 
reaching the broadest possible audiences.

The structure of the case studies focuses primarily on 
practical elements: what, when, who, why and how, 
and draws out the key results and factors for success. 
Brief details are given about a selection of commissions 
to demonstrate the broad range of artists and types 
of work that have been developed. It is hoped that this 
information will be useful for future commissioners 
of public realm programmes. See the bibliography in 
appendix vi for more details about these studies.
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Beyond, Leidsche 
Rijn, Utrecht, the 
Netherlands 

Example of: placing art at the heart of an urban 
extension by developing a long-term programme of 
temporary art commissions which involve communities 
and respond directly to the site.

What: 
Beyond was an ambitious art commissioning 
programme that ran for ten years in the Vinex area 
of Leidsche Rijn, a large urban extension of the city 
of Utrecht, the fourth largest city in the Netherlands. 
None of the commissions were permanent, until 
the end of the programme, when the decision was 
made to leave a lasting physical legacy. This decision 
came out of the cumulative effect and success of the 
temporary programme. Importantly, the curatorial 
team and the council were unwavering in their ambition 
to commission art that would also be celebrated at 
national and international level.

Commissions:
Commissions responded to six different programme 
strands: Action Research, Director Artists, Artist Houses, 
Parasites, White Spots, and Looping. In total, around 
thirty projects were commissioned over ten years, and 
ranged from inviting artists to be part of design teams, 
to commissioning experimental structures where 
cultural activities could take place. 

Parasite Paradise, various artists, 2003, commissioned by Beyond. Photo: 
courtesy SKOR, by Ralph Kamena

Paper Dome, Shigeru Ban, 2004, commissioned by Beyond. Photo: courtesy 
SKOR
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Parasite Paradise (2003) was Beyond’s first exhibition. 
Twenty-seven artists and architecture practices were 
commissioned to make a temporary settlement on a 
patch of wasteland. Structures included a church, bar, 
cinema and theatre which were built using unorthodox 
materials. For example, 2012 Architecten’s work Miele 
Space Station was made of old washing machines, and 
Wolfgang Winter and Bertholt Hörbelt’s Lichtspielhaus 
was made of stacked crates. Afterwards, some 
structures were moved to other sites, offering a legacy 
to the project. 

Paper Dome (2004) by Shigeru Ban was the first cultural 
facility for residents. Links were developed with staff at 
local arts organisations, who programmed the venue. 
It was a collaboration between Beyond and mime 
company De Groep van Steen, and activities ranged from 
a temporary ice-rink in the dome to a week of children’s 
theatre. Other projects such as Rhino Pop Ups (2005) in 
the ‘Looping’ strand engaged particular communities. 
Here, the group of young artists and practitioners 
worked with teenagers, making interventions on streets 
as well as creating a virtual chatroom and newspaper. 

When:
The programme timeline spans 1997–2009, beginning 
with the council’s decision to fund the development of 
a long-term art programme, followed by the invitation 
to the art agency in 1999, and the official approval and 
launch of Beyond in 2001.

Who: 
Beyond was commissioned by Utrecht City Council, 
which then invited SKOR Foundation for Art and Public 
Domain to participate financially and curatorially in the 
development of the art programme. 

An Artistic Team initially advised on the programme’s 
approach, and then on the programme itself. SKOR was a 
member of this team throughout the programme.

After four years of programme development, ‘Bureau 
Beyond’ was established in 2003. Made up of around ten 
staff, including the Artistic Team, the Bureau was a semi-
independent local government agency that dealt with 
programme development, co-ordination and project 
management. Its status offered the team independence 
from the council, which facilitated fund-raising activity.

Why: 
The council’s decision to commission a pioneering 
art programme for Leidsche Rijn responded in part to 
government policy, which was in favour of integrating 
the work of artists with that of architects and planners. 
The Leidsche Rijn development was also the largest 
new-style housing estate in the Netherlands, with a 
ground-breaking masterplan. The council was keen to 
maintain this fresh approach for an art programme, 
influenced by an advisory report published in 1996, A 
Snowball Worth 10 Million. This report made a strong 
case for new models of commissioning art as part of 
urban development, building a sense of community and 
creating a unique identity for the area. 

How:
Beyond had a working budget of €8 million over 15 
years, with around €3.5 million provided by Utrecht 
City Council. The Ministry of Housing, Spatial Planning, 
and the Environment contributed €900,000 through 
the Innovation Programme for Urban Renewal. The 
Foundation for Art and Public Space (SKOR) contributed 
€900,000. The K F Hein Foundation and the Elise 
Mathilde Fund also made financial contributions, as did 
the project developers in Leidsche Rijn.

The long-term financial, administrative and managerial 
support of the council was key to the success of the 
programme, as was the curatorial independence of the 
team.

The Beyond curators’ approach made a structure for 
the programme that created a strong identity but 
also allowed flexibility and an element of risk. Artists 
were given exciting opportunities to develop their 
work, helping to build a programme that became 
critically respected at an international level. Individual 
commissions did not need council approval because 
they were part of an approved scheme and because 
projects were temporary. The curatorial team could 
adapt and develop individual commissions in response 
to lessons learned or changes in circumstance, including 
the communities and sites they were working with. 
For example, the team developed more projects which 
engaged local people after some early opposition to 
the programme. There was also a change in direction 
towards the end of the programme when the decision 
was made to create a permanent sculpture park as a 
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lasting legacy. This did not require additional approval, 
mainly because it was funded by external parties. 

Communication was one of the central strands of the 
programme, with the aim of ensuring that the outside 
world understood Beyond and local people could 
affect its content. A website also openly and clearly set 
out details of the programme as well as its aims and 
objectives, and the management and financial structure 
of Beyond.

Result: 
The programme has helped create a strong sense of 
community and identity for an entirely new area of 
the city. It has also acquired international status as an 
exemplary model of long-term art commissioning and 
community engagement.

Key factors for success:
— A strong curatorial team
— A committed, forward-thinking council
— A clear curatorial approach that gave the 

programme a strong identity but had built-in 
flexibility

— A commitment to taking risks and responding to 
lessons learned

— A robust strategy for administration, management, 
fundraising, and maintaining curatorial 
independence 

— A communication strategy which made the 
programme transparent to local communities, while 
also supporting a wider national and international 
profile for the artists and their work

— A designated, realistic budget

‘Should anyone want to draw lessons for the future from 
this, a word of advice: leave much to chance; don’t play 
safe; explore boundaries; accept failures, and if it fails, 
allow it to fail miserably, in such a way that you also learn 
a real lesson from it. And don’t start a project like Beyond 
without having the exceptional qualities of a decisive and 
dependable local department of cultural affairs.’ 
Tom van Gestel, Chair, Beyond Artistic Team, in ‘Art as 
Urban Strategy: Beyond Leidsche Rijn’, p. 9. See appendix vi.

Other similar case studies:
Similar projects, where temporary art commissions are 
programmed for a new residential urban development 
over an extended period, include kunstprojekte_reim 
(2002-2004) in a suburb of Munich, Germany, Kunstplan 
Treknor (ongoing since 2002), in Roskilde, Denmark, 
curated by Kerstin Bergendal, Blue House in Amsterdam, 
the Netherlands, and, more recently, Oslo Harbour: Slow 
Space (2012-2016) in Oslo (for relevant website references, 
see appendix vi). Slow Space is at an early stage, but 
again demonstrates the value of a strong but flexible 
curatorial strategy and framework.
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Folkestone Triennial, 
Folkestone, Kent, UK 

Example of: cultural regeneration through a public 
realm art commissioning programme and creative 
industry development.

What: 
The Folkestone Triennial is a recurring three-month 
exhibition of newly commissioned art for the public 
spaces of Folkestone on the Kent coast in the UK, 
which takes place every three years. At the end of each 
exhibition, a number of works remain in situ, thereby 
establishing a permanent collection for the town. 
Commissioning the highest-quality art is at the core of 
the approach, from both internationally acclaimed and 
emerging artists, and across a variety of artistic practices. 
A curatorial theme is conceived for each exhibition, and 
all works are new commissions which respond to the 
site. The Triennial is one part of a much larger strategy of 
cultural regeneration that includes a mixed-performance 
venue (Quarterhouse, mainly music, comedy, film and 
conferences) and a growing property portfolio in the 
heart of the town, designated to creative industries with 
fixed rent to encourage a strong cultural economy. 

Commissions: 
Projects are diverse, from sculpture and installations in 
public space to film, video and sound work presented 
in unusual locations. Forty-one artists have been 
commissioned over the first two exhibitions, with eight 
permanent works from 2008. Six to eight further works 
will be added to this from the 2011 Triennial.

Cornelia Parker’s Folkestone Mermaid is a bronze 
sculpture cast from a Folkestone resident that sits on a 
rock looking out to sea. Hew Locke’s major installation 
for St Mary and St Eanswythe’s Church is made of 

For Those In Peril On The Sea, Hew Locke, 2011, commissioned for the 
Folkestone Triennial 2011. Photo: Thierry Bal

01 Preface     |     02 Executive sum
m

ary     |     03 Recom
m

endations     |     04 Tim
eline     |     05 The story     |     06 Lessons learned     |     07 Case studies     |     08 Appendices

Case studies

Baby Things (Shoe), Tracey Emin, 2008, bronze, commissioned for the 
Folkestone Triennial 2008. Photo: Thierry Bal



© Open–City / Art in the Open

Square pegs and round holes:  
a report on the ODA Arts and Culture programme

Page 37

 

numerous model ships, collected from around the 
world as well as made in his studio, that hang down 
from the ceiling into the nave, referencing sea trade and 
migration. Martin Creed’s Work No. 1196, Piece for String 
Quartet and Elevator mirrors the ascent and descent 
of an old Victorian waterlift in a composition played 
by the Sacconi Quartet, who originate in Kent, which 
passengers can enjoy as they sit in the small lift and 
make the journey up or down the hill from the beach.

Permanent commissions from the 2008 Triennial include 
Tracey Emin’s seven small bronze sculptures Baby Things 
spread across town, Pae White’s playground for dogs 
Barking Rocks, Richard Wentworth’s Racinated, Mark 
Wallinger’s Folk Stones, a tribute to Folkestone’s role in the 
first World War, and Richard Wilson’s  18 Holes – a series 
of beach huts made from the remnants of a crazy golf 
course, located only a few hundred metres from their 
original site.

When: 
Independent curator Andrea Schlieker was approached 
by the Creative Foundation in 2005 (two years after the 
Foundation was established) and the first exhibition 
took place in 2008. The Triennial has core funding for 
three exhibitions until 2014, but may continue beyond 
this. It runs between June and September.

Who: 
The Triennial is commissioned by the Trustees of the 
Creative Foundation, an arts regeneration charity based 
in Folkestone, Kent, whose Chairman and founder is 
Roger De Haan CBE. Andrea Schlieker was invited to 
develop a proposal for an art project for the town by the 
Trustees, in particular Tim Llewellyn (formerly Director 
of The Henry Moore Foundation), and has curated the 
first two exhibitions, working with a small team at the 
Foundation (some of whom are part-time). In the future, 
other curators will be invited to curate the Triennial, 
to help build international reputation and encourage 
diversity. 

The Foundation oversees the maintenance and care of 
permanent artworks, with some additional support 
from Shepway District Council, which also helps find 
sites and provides in-kind support (see below).

Why: 
The Triennial was established to support the overall aims 
and ambitions of the Creative Foundation: to restore the 

town’s vitality by encouraging creative enterprise. The 
Trustees were keen to develop Folkestone as a cultural 
destination, but wanted to take a different route from 
developing a landmark gallery or museum (such as 
Margate and Wakefield in the UK, or, the Guggenheim in 
Bilbao). However, a legacy element was crucial. Schlieker 
proposed an ambitious, large-scale exhibition in public 
space which would encourage visitors and residents 
to explore Folkestone in new and dynamic ways. This 
model has established a mechanism for developing a 
permanent art collection and a long-term legacy for the 
town. 

How: 
The Creative Foundation funds and helps manage the 
Triennial, supported by a board of Trustees who come 
from a range of business and art backgrounds. Currently, 
the majority of the Foundation’s work is funded by 
income from the properties it lets to creative tenants (in 
a model similar to that of artist studio providers), making 
it less dependent on grants from public agencies. The 
freeholds of the buildings are owned by The Roger De 
Haan Charitable Trust, which has allocated over £40 
million to the purchase and refurbishing of suitable 
premises, which are then transferred on peppercorn 
rents to the Creative Foundation on 125-year leases. 

The Roger De Haan Charitable Trust also designated a 
budget of £4.5 million to the Triennial for the first three 
exhibitions, with the Creative Foundation leveraging 
a further £600,000 in 2008 and £700,000 in 2011 
from public and private sector funders including Arts 
Council England (Grants for the Arts). Maintenance of 
permanent works is covered by a separate budget. 

Each exhibition takes roughly two and a half years 
to develop. Importantly, the curator is given full 
autonomy for the programme and shortlisting of 
the artists, although the Trustees are kept informed 
of developments. A supporting team of two or three 
project managers who all have some visual arts 
experience has been crucial, and ideally there would 
be more (most other biennial models are run by an arts 
organisation, gallery or museum). 

Shortlisted artists are invited to visit the town and are 
given three months to develop a proposal, during which 
most make several site visits. For the 2011 exhibition, 
artists were appointed in January 2010, allowing 
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seventeen months for concept development through to 
installation. Development takes place in close contact 
with the curator and project managers throughout the 
process.

A range of activities support engagement with the 
project, particularly with communities in Folkestone. 
There are free talks and tours by well-known critics 
and curators every weekend, an artist-in-residence 
project, a mentoring scheme for residents to develop 
skills as guides, and workshops and other participatory 
events for young people, as well as two international 
conferences (June and September). In 2011, the 
Folkestone Fringe was established, initiated by the 
Triennial and co-ordinated by the very supportive 
local council, as an opportunity for local artists to 
showcase their work during the Triennial. With the 
council’s support, the Triennial team have also held 
two large ‘information sessions’ for local artists and 
local businesses, to raise awareness and encourage 
communities to maximise the opportunities afforded by 
the exhibition.

Visitor attendance has been extremely high, with 
42,000 visitors in the first three weeks of the 2011 
exhibition. This exceeds projected figures, which were 
around 25,000 for the first month. As well as monitoring 
visitor numbers, invigilators and tour guide assistants 
encourage feedback via brief questionnaires and data-
capture cards. An external evaluator was employed for 
the first exhibition, and as more data was collected in 
2011 an even more extensive evaluation report will be 
produced for the second exhibition.

Result: 
The Triennial is a key element in an overall approach 
for Folkestone, which has dramatically changed the 
town’s national and international identity as a visitor 
destination, and has created a thriving new business 
district to sustain the town’s local economy in the  
long term. 

A new highspeed train (which has reduced the journey 
time between London and Folkestone) and the 
building of a new restaurant in the harbour with the 
appointment of a celebrity chef are also contributing 
to bringing people to Folkestone. These facilities 
demonstrate that a joined-up approach across different 
sectors is important, in addition to the exhibition, to 

support the town’s regeneration in the long term.

Key factors for success:
— A strong curator and curatorial vision which 

established the approach and ambition of the 
exhibition

— Long-term ambition and commitment from the 
commissioners

— A strong, mixed economy of funding from private 
and public sources

— Buy-in and support from the local council
— A wider, year-round strategy to encourage the 

arts and creative industries into the area, which 
has helped embed the exhibition into the town’s 
growing identity as a cultural hub and visitor 
destination.

‘…the Triennial will, over time, play a pivotal role in the 
development of Folkestone as a centre of international 
creative excellence, underpinned by a deep cultural 
engagement for the whole community.’  
Nick Ewbank, Director, The Creative Foundation, in ‘The 
Folkestone Triennial: Tales of Time and Space’, p. 9 (see 
appendix vi)

Other similar case studies:
The Liverpool Biennial is another important example 
of a biennial with a year-round approach to embedding 
art into a town or city as part of a wider regeneration 
programme. As the UK’s largest festival of contemporary 
art, in one of the country’s largest cities, it not only 
commissions an ambitious programme of temporary 
and permanent public artworks, but also collaborates 
with the wealth of galleries and creative organisations 
based in Liverpool. Major permanent commissions 
include Antony Gormley’s Another Place, at Crosby 
beach (Sefton Borough), and Turning the Place Over by 
Richard Wilson. The Biennial contributed significantly to 
the city’s award of the title European Capital of Culture 
2008 and is a major player in the cultural economy: the 
2006 festival received 400,000 visitors, 50% travelling 
from outside the Merseyside region, and created an 
additional £13.5m spend in the city. Funders now and in 
the past include Arts Council England, the Northwest 
Development Agency, Liverpool City Council, the 
Liverpool Culture Company and the A Foundation. See 
appendix vi for website details.
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Art on the 
Underground, London 
Underground, UK  

Example of: an ambitious art commissioning 
programme which spans a whole city and brings 
high-quality contemporary art to the widest possible 
audience.

What: 
Art on the Underground is London Underground’s art 
commissioning programme (previously called Platform 
for Art). The programme has been running for over a 
decade, with a vision to provide ‘world class art for a 
world class Tube’. An ongoing series of commissions 
by a wide range of internationally established and 
emerging artists are presented throughout the year. All 
commissions strongly relate to a specific site (Tube line, 
map or station) and aim to engage with the broadest 
possible audience, including London Underground 
customers, staff and the diverse communities of 
London. While projects are predominantly temporary, 
the current redevelopment of the Underground is 
creating opportunities to commission permanent work 
that will enhance stations in the long term.

Commissions:
Art on the Underground projects range from the 
small- to the large-scale. The hugely successful Tube 
Map commissions are printed on the covers of fifteen 
million copies of the pocket map every year, and have 
included work by high-profile artists such as Emma Kay, 
Yinka Shonibare and Eva Rothschild. Major installations 
that use station concourses as exhibition spaces range 
from Brian Griffiths’s Life is a Laugh, 2007, a large-scale 
sculptural intervention on the disused platform of 
Gloucester Road station, to John Gerrad’s Oil Stick Work, 

Life is a Laugh, Brian Griffiths, Gloucester Road station, 2007, 
commissioned by Art on the Underground. Photo: Andy Keate
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Underground as part of its Tube Map Cover Series. Photo: copyright 
London Underground 
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2010, a film projected on a vast screen at Canary Wharf 
station. 

Recurring strands of the programme relate to specific 
Tube lines and stations, and include projects developed 
with communities around those stations. Dryden 
Goodwin’s project Linear (2010) for the Jubilee Line is a 
collection of sixty portraits of Jubilee line staff displayed 
along the line and accompanied by subtitled films of the 
portraits being made. Projects by Matt Stokes, Alan Kane 
and Lucy Harrison for Stratford station were all produced 
with communities living or working in the area. 

The recent development of permanent commissions 
includes Knut Henrik Henrikson’s two-part work 
Full Circle (2009 and 2010) for King’s Cross St Pancras 
Underground station (the first permanent artworks to 
be installed in London Underground since the 1980s) and 
John Maine’s Sea Stratum for Green Park station (2011). 
Both commissions strongly relate to the stations’ sites 
and architecture, and are fully integrated into the overall 
designs. The next permanent commission will be by 
Daniel Buren for Tottenham Court Road station, in 2015.

When:
Platform for Art emerged in 2000 after a series of 
exhibitions organised by a group of artists at Gloucester 
Road station. The popularity of these exhibitions 
triggered London Underground’s enthusiasm for 
developing a formal art programme, which, from 2003, 
began to focus on new commissions, and was renamed 
Art on the Underground in 2007. 

Who:
A core team of four is lead by Art on the Underground 
Director Tamsin Dillon (since 2003). Tim O’Toole, 
London Underground’s Managing Director between 
2003 and 2009, was an important advocate at a critical 
time, and high-level support remains – for example 
Richard Parry, Director of Strategy and Commercial, 
London Underground, chairs Art on the Underground’s 
Advisory Panel. This panel is made up of high-level 
representatives from Whitechapel Gallery, Tate Britain, 
the Greater London Authority and Arts Council England, 
together with established artists.

Why: 
London Underground has a long history of art, 
architecture and design excellence which dates back to 
the early 20th century, when it commissioned leading 

artists to design posters and celebrated architects to 
design stations. 

How:
Art on the Underground receives an annual budget 
from London Underground of £400,000. Other funders 
include Arts Council England, which has supported 
particular programme strands through Grants for the 
Arts. Permanent commissions are all capital projects and 
funded predominantly out of these budgets, with some 
external support (for example, the Norwegian Embassy 
and the Office for Contemporary Art Norway supported 
Henrikson’s commission).

The Art on the Underground team curate and project 
manage the programme, selecting artists, developing 
briefs and identifying sites. They work closely with other 
London Underground and wider Transport for London 
(TfL) teams, including marketing and communications, 
health and safety, and the operational team who run 
the stations. Briefs are kept deliberately loose, to allow 
artists flexibility to develop ideas, but all relate to a 
particular site and/or audience. The decision to develop 
a number of regular commissioning strands has been 
an important factor in building up trust and credibility, 
which has led to robust internal relationships, as well as 
a strong profile for the programme.

The Art on the Underground Advisory Panel offers a 
platform for discussion, debate and support. It does 
not have a governance role. The panel helps ensure 
the programme relates to core aims and objectives, 
wider London policy, and concerns and developments 
within the visual arts sector. Sign-off on individual 
commissions only becomes relevant once an artist has 
developed their concept and London Underground’s 
stringent regulations have been met, for example, over 
accessibility or health and safety issues.

An important element of the programme has been to 
develop partnerships with internationally established 
arts organisations across the capital such as Frieze Art 
Fair and Serpentine Gallery. This has strengthened profile, 
built new audiences, and encouraged critical debate.

The Art on the Underground team sit within the 
Customer Services and Strategy team at London 
Underground, which is focused on giving customers the 
best possible experience of the Tube. Therefore, as well 
as ensuring that engagement with audiences lies at the 
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heart of the commissions programme, there are a range 
of mechanisms that support wider communication, 
monitoring and evaluation. A programme of talks 
and events offers alternative platforms, as does a 
designated website. This website holds resources (such 
as podcasts) and offers people the opportunity to feed 
back through a customer comments page or blog. Other 
social-networking sites, such as Facebook, Flickr and 
Twitter, also encourage feedback and dissemination, 
and an annual London Underground survey of 
Londoners always includes a question about Art on the 
Underground, to monitor public opinion. Examples of 
feedback include:

‘Art on the Underground is an inspired force for good in 
London, incredibly creative projects.’

‘[Art on the Underground] gives people the opportunity to 
see creative art outside the normal arena of galleries and 
reaches a greater audience.’

‘…[Art on the Underground] makes the Tube a more 
fascinating and interesting place to travel in.’

Result: 
The programme has helped create a strong identity for 
the network while engaging with the widest range of 
audiences and enriching their daily experience of the 
city (the Tube is used by three million people daily). It has 
also become a benchmark for other art programmes on 
transport networks worldwide (which include New York, 
Stockholm, Athens, Lisbon, Taipei) and has developed an 
international profile within the visual arts world.

Key factors for success:
— Support and champions at a senior level at London 

Underground and Transport for London
— A strong focus on, and understanding of, the 

programme’s diverse audiences
— A clear rationale, that has strong aims and 

objectives, yet is open to new opportunities
— The range of work commissioned, offering 

something for everyone
— A commitment to the history of art, architecture and 

design excellence for the line
— A strong Director and curatorial team
— A designated annual budget that can help lever in 

additional funding

‘I am proud to lead an organisation with such a rich 
cultural heritage as London Underground and it is vital 
that this tradition continues through its arts programme 
… The benefits to be gained for all concerned are especially 
important for the millions of people who travel with us 
and whose journeys each day are greatly enhanced by the 
addition of art works on the Tube.’  
Tim O’Toole, in the preface to ‘Platform for Art: Art on 
the Underground’. For full details see the bibliography in 
appendix vi.
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Sculpture Projects 
Munster, Germany  

Example of: developing an exemplary new model for 
exhibiting sculpture in public space which provides 
artists with considerable time and a critical framework 
to develop new work.

What: 
Sculpture Projects Munster is an ambitious exhibition  
of art works in public space in Munster, north 
Germany. It takes place every ten years and comprises 
commissioned art works by renowned international 
artists. Some of these works remain in situ after each 
exhibition, building up a permanent collection for the 
city. The project began as an art exhibition rather than 
a cultural regeneration project. However, the ambition 
and calibre of the work and curating attract huge visitor 
numbers (500,000 visitors to the 1997 exhibition, and 
575,000 to the 2007 exhibition) and international press 
coverage in the short term, and, through a legacy of 
permanent commissions, have helped transform the 
city’s profile as a local, national and international cultural 
destination.

Commissions:
In total, there have been 175 participating artists since 
1977, with 41 permanent works. For the most recent 
exhibition in 2007, 36 artists were commissioned. 

Claes Oldenburg/Coosje van Bruggen’s sculptural work, 
Giant Pool Balls, was one of the commissions proposed 
for the first exhibition in 1977. The artists’ original 
intention was for four large concrete spheres, each 3.5 
metres in diameter, to be positioned on the bank of the 
river Aasee. Three spheres were installed in 1977 and, 
although the artists’ proposal included the installation of 
a fourth sphere for the 1987 exhibition (with the project 

Speak to the Earth and It Will Tell You, Jeremy Deller, 2007, commissioned by 
Sculpture Projects Munster. Photo: Roman Mensing/artdoc.de

01 Preface     |     02 Executive sum
m

ary     |     03 Recom
m

endations     |     04 Tim
eline     |     05 The story     |     06 Lessons learned     |     07 Case studies     |     08 Appendices

Case studies

Square Depression, Bruce Nauman, 1997 – 2007, commissioned by Sculpture 
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title The 4th Ball Becomes the 4th and 5th), this never 
took place. Despite this, the sculptures have become a 
permanent feature and an emblem for the city. 

Bruce Nauman’s Square Depression, also proposed for 
the 1977 exhibition, was realised in 2007. Initially, the 
staff at the State Building Authority were concerned 
about the ramifications of installing the work, but for 
the 2007 exhibition, they agreed without hesitation, 
demonstrating the change in attitude over the period, 
both to the exhibition and to artists’ interventions in the 
public spaces of the city. The project is a sculpture that is 
also a new public space: a 25 x 25 metre inverted pyramid 
which is permanently installed in the grounds of the 
Centre for Natural Sciences at the Westphalia Wilhelm 
University. 

In contrast to these sculptural works, a number of more 
ephemeral works have been commissioned, including 
Susan Philipz’s sound piece Lost Reflection, 2007, and 
Jeremy Deller’s Speak to the Earth and It Will Tell You, 
2007, which engages with a particular community group 
in Munster. Philipz’s work can be heard underneath 
Tormin Bridge on the bank of Lake Aa in the city – the 
artist’s voice drifts across the water as she sings lines 
from The Tales of Hoffmann, an opera by Jacques 
Offenbach. Deller invited the fifty-four allotment 
associations located in Munster to write diaries 
documenting their botanical observations over the 
course of ten years. Starting in 2007, the final diaries will 
be presented as an archive for the exhibition in 2017.

When:
The idea for the development of Sculpture Projects 
Munster began in 1975/1976. The first exhibition took 
place in 1977, and it has continued every ten years since 
then, each time coinciding with two other international 
art exhibitions, Documenta, in Kassel, Germany (which 
takes place every five years), and the Venice Biennale in 
Italy (every two years), in order to maximise audiences.

Who:
The first exhibition was curated by Klaus Bussmann, 
then director of the Westphalian State Museum for Art 
and Cultural Heritage in Munster (LWL-State Museum), 
and curator Kasper König. König continues to oversee 
the curatorial team, although project management 
has changed over the years. In 2007, there was a 
team of curators (Brigitte Franzen, Kasper König and 

Carina Plath), a project manager (Christine Litz) and six 
curatorial assistants. 

Why: 
The first exhibition was a response to a very public 
argument in the 1970s about whether the city should 
accept a sculpture by American artist George Rickey. 
The sculpture was made in Berlin in 1971 and was gifted 
to the city in 1975 by the Westdeutsche Landesbank as 
an act of conciliation over their new private building 
and development on what had been public space. The 
debate was led by residents in the city, who took issue 
with the city administration’s decision to accept the 
sculpture.

This debate led Bussmann and König to devise an 
exhibition that would address questions concerning 
public space and site-specific sculptures. The first 
exhibition was a great success, but there was no 
intention to hold another. Bussmann and König decided 
at a later date to curate a further exhibition in 1987 in 
response to the considerable change in attitudes to 
public space that took place during the 1980s. Sculpture 
Projects Munster ultimately developed into a decennial 
exhibition as a result of the success of these first two 
exhibitions.

How:
The exhibition is funded by a combination of public and 
private bodies. The LWL-State Museum and the City of 
Munster provide core funding, while private sponsors 
contribute to particular commissions. The budget for the 
2007 exhibition was €5.6 million. 

The LWL-State Museum oversees the planning, 
organisation and publicity of the exhibition. This 
provides crucial support to the strong team of visual 
arts experts behind Sculpture Projects Munster while 
ensuring a degree of independence from the city. Artists 
are invited two or three years before the exhibition 
opens to develop their proposals with the curatorial 
team.

It has remained a priority for the exhibition to encourage 
debate about art in public space. For example, the 
2007 exhibition was accompanied by an extensive 
programme of lectures, readings, film screenings, and 
conversations with artists. There was also an exhibition 
in the LWL-State Museum that looked at the history 
of the project itself, a film documentary, a variety of 
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printed material (a catalogue, a book for children and 
a short guide in German and English) and a detailed 
website, with information on artists and projects. The 
curators were also notably open with the press, regularly 
producing press releases and updates. 

Permanent commissions are maintained and managed 
by the LWL-State Museum and the city of Munster. 
Funding for permanent works has come from a variety 
of sources. Huang Yong Ping’s sculpture 100 Arme der 
Guan-yin (1997) and Martin Boyce’s work We are still 
and reflective (2007) were both bought for the city by 
the mercantile community, and the circle of friends 
of the LWL-State Museum purchased Martha Rosler’s 
Unsettling the Fragments – Eagle and donated it to the 
museum. In total, twenty-one sculptures belong to the 
collection of the museum, nineteen sculptures are in 
possession of the city, and one sculpture is part of the 
university collection. 

Result: 
The approach has transformed the city’s profile as a 
local, national and international destination, created a 
sense of local pride, and set an international benchmark 
for best practice. 

Key factors for success:
— A strong curatorial team and vision
— A commitment to commissioning works specifically 

for the city and individual sites
— The time and space afforded to artists to develop 

commissions
— The consistent support, art expertise and framework 

of the state museum 
— The support of the local and regional councils, and 

strong partnerships across the city, which help to 
deliver the artists’ proposals

— An openness to commissioning a wide range of works 
firmly relating to developments in visual arts practice

— An independence which has allowed the programme 
to establish itself outside city agendas

‘…through this project format, our city has acquired 
a major reputation in the world of international 
art and culture. The success story of an exhibition 
project extending over thirty years is, like the art itself, 
enormously varied and polyphonic. In 1977, the founding 
year of Skulptur Projekte, the unexpected, surprising, and 

for many people irritating interventions in public space 
were viewed critically … In 1987, as the Skulptur Projekte 
took place for the second time, the positive resonance 
increased … In 1997, this attachment between Munster 
residents and the Skulptur Projekte became abundantly 
clear: art was greeted and experienced with enormous 
enthusiasm. [For the 2007 exhibition] … the residents of 
Munster will not only enjoy the art but also how their city 
will become the focal point of broad media interest, an 
interest that goes beyond the narrower confines of the 
arts section of newspapers.’  
Dr Berthold Tillmann, Lord Mayor of the City of Munster, 
in the 2007 exhibition catalogue (see appendix vi for 
details)
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i. ODA projects, reports 
and strategies 
a) ODA Arts and 
Cultural Strategy 
projects 

Below are details of the thirty-four projects in the 
ODA Arts and Culture programme, in alphabetical 
order by the artist’s last name, correct as at the time of 
publication. 

Entrance Markers (title tbc), Heather Ackroyd and Dan 
Harvey, 2012, at ten different locations throughout the 
Park, one commission 

One of the ODA’s key art commissions as part of the 
Arts and Cultural Strategy was to commission a series 
of entrance markers which would map the edges of 
the Park, and serve as subtle reminders to visitors that 
the Park once hosted the London 2012 Olympic and 
Paralympic Games. Artists Ackroyd & Harvey have 
proposed a series of semi-mature 10-12-metre-tall 
deciduous trees planted at each of the ten designated 
site locations. The trees will be chosen for their 
sculptural qualities, robust nature, suitability to site 
and quality of character. Within the crown of each tree 
a large ellipse-shaped ring, fabricated from stainless 
steel or bronze, will be placed and carefully secured to 
the trunk seemingly suspended in the tree. Each ring 
will be specifically designed for each tree, and as the 
tree grows year by year, the branch and ring will slowly 
fuse together. On the inside of the rings, text will be 
engraved in bands akin to the nature of tree-ring growth. 
This will address three elements – history, memory and 
spirit. Each ring will nuance one of these themes that 
are most suitable in resonance to each threshold site. In 
one location, the ‘spirit’ tree will also include a physical 
shadow of the tree made from plate bronze embedded 
in the ground. The management of the artist selection 
for this commission was supported by Modus Operandi 
Art Consultants. 

The Cloud Bridge, Oscar Bauer and Nazareno Crea, 2010, 
Angel Lane Bridge, Stratford, one commission

Inspired by the vast expanses of sky that can be seen 
over Stratford, and especially over the Olympic Park, 
design students Oscar Bauer and Nazareno Crea 
extended this image to the bridge and developed an 
intricate pattern of cloud forms that were then painted 
onto the bridge. The project was supported by the Royal 
College of Arts and the London Borough of Newham. 

RUN, Monica Bonvicini, 2012, Handball Plaza, one 
commission

Monica Bonvicini’s commission is a flagship artwork 
for the Handball Plaza. The artist has designed three 
9-metre-tall letters forming the word ‘RUN’. The 
sculpture will be made of mirrored glass and stainless 
steel. In daylight, the letters will act as a mirror for 
visitors and their surroundings, and at night the letters 
will become more transparent and glow with internal 
LED lighting. The inspiration for the work comes from 
musical references such as ‘Running Dry’ by Neil Young 
and the Velvet Underground song ‘Run Run Run’, which 
have also influenced the artist’s previous work. Inspired 
by the many uses of the Park, it was a natural choice 
to return to these works for this permanent work. The 
management of the artist selection for this commission 
was supported by Modus Operandi Art Consultants. 

Fast, faster, fastest, Jason Bruges Studio, 2011, 
Footbridge 11, and (titles tbc) Underpass 3 and 
Underpass 7, three commissions

These three commissions by Jason Bruges Studio will 
be seen on one of the Olympic Stadium bridges as well 
as two underpasses. The bridge piece celebrates the 
achievements of Olympic and Paralympic champions 
with an interactive artwork that challenges people to 
race against the speed of their sporting heroes. The 
underpasses’ lighting schemes use complementary 
lighting artworks to reflect the movement of swimming 
and rowing.
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Inter Alia, Grenville Davey, 2011, middle of the Park, one 
commission

Grenville Davey worked with the Royal College of Art to 
facilitate workshops with local people from the Host 
Boroughs in order to develop ideas for his installation, 
now incorporated into the retaining walls of the Central 
Park bridge in the Olympic Park. The workshops led to the 
development of the theme ‘leaving your mark’, which 
Davey developed into ‘finger prints’ of different sizes, 
marking space and disrupting the surface of the wall. 

 
Eton Manor, Carol Ann Duffy, 2011, Eton Manor, one 
commission

The poet laureate, Carol Ann Duffy, has been 
commissioned to write a poem specifically for Eton 
Manor that references the history of the Eton Manor 
Boys Club which used to exist on the site. Her poem 
will be permanently installed on a prominent wall at 
the entrance to the venue. The design and material are 
currently being developed.

 
Artist in Residence (various projects), Neville Gabie 
with Samantha Wilkinson (curator), 2010-11, various 
locations, one commission

The unique aspect of Neville Gabie’s residency is that it 
gave him access to observe and respond to the changes 
of the Olympic Park on a daily basis. As well as the 
physical structures of the new venues, Gabie responded 
to the huge range of jobs and skills required to make the 
site work. Using the concepts of measurement, volume, 
time, and distance, he developed a series of projects that 
celebrate some of the stories of the remarkable people 
building the Park, as well as other wider projects, such 
as an exploration of the cultural past of the site itself. 
Supported by Sam Wilkinson of InSite Arts, a series of 
events were programmed for 2011. The ODA Artist in 
Residence is funded by Arts Council England.

 
Light Up Your Street and Mapping Your Manor, PRC 
Community Engagement, Lucy Harrison, 2011, various 
locations outside the Park, two commissions 

Lucy Harrison has developed two projects with local 
communities surrounding the Olympic Park to generate 
awareness and understanding of the two flagship art 

commissions in the Park: RUN by Monica Bonvicini and 
the series of entrance markers by Ackroyd & Harvey. 
Light Up Your Street is a series of music workshops 
and events that the artist has run with communities 
in Hackney Wick, the area closest to RUN. These 
highlighted Monica Bonvicini’s inspiration for the work, 
which comes from musical references (see above). A 
selection of the communities’ favourite song lyrics 
will be projected in large letters onto local buildings. 
Mapping Your Manor is a series of podcasts developed 
by Harrison with wider communities surrounding the 
Park, focusing on recording individual stories by local 
people based on where the entrance markers will be 
installed.

 
Mirror Maze, Jeppe Hein, 2013, Atheletes’ Village, one 
commission

The accessible labyrinth of mirror lamellae with different 
heights creates a meeting point in the heart of the 
Athletes’ Village parkland. Installed after the Games, 
this maze takes the form of the five Olympic rings as 
its inspiration and creates a moment of interaction for 
future residents and pupils at the nearby Academy. The 
reflective surface of the artwork lets it merge with the 
surroundings and appear to dissolve into the landscape. 

Fantasticology: Greenway markers, The Klassnik 
Corporation (principal director, Tomas Klassnik), Riita 
Ikonen, We Made That (Oliver Goodhall, Holly Lewis), 
2011, the Greenway, one commission

Fantasticology: Fantastic Factology, The Klassnik 
Corporation (principal director, Tomas Klassnik), Riita 
Ikonen, We Made That (Oliver Goodhall, Holly Lewis), 
2011, park-wide, one commission

Fantasticology: Wildflower Meadows, The Klassnik 
Corporation (principal director, Tomas Klassnik), Riita 
Ikonen, We Made That (Oliver Goodhall, Holly Lewis), 
2012, South Park, Stadium island, one commission

A team of local artists and designers, The Klassnik 
Corporation, Riitta Ikonen and We Made That, were 
commissioned to develop a family of landscape features 
in the Park and the Greenway, a key walking and cycling 
route. The Fantasticology project includes entrance 
markers for the Greenway, bench plaques distributed 
throughout the Park that display facts submitted by the 
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public via a project website and local workshops, and a 
series of planting designs for wildflower meadows that 
reference the industrial heritage of the site, where the 
planting designs mirror the footprint of the industrial 
buildings that used to be there. 

lfo Spectrum, Carsten Nicolai, 2010, Northern Utility 
Building, North Park near A12, one commission 

Carsten Nicolai was commissioned to create an artwork 
for the fence of an infrastructure building in the Olympic 
Park. His work was inspired by the five Olympic rings, 
transformed into an image of a low-frequency sound 
wave. Using the colour spectrum of a sunset, the artwork 
was then digitally printed directly onto the fence. The 
management of the artist selection for this commission 
was supported by Modus Operandi Art Consultants.

 
Floating Cinema, Somewhere (Nina Pope and Karen 
Guthrie) with UP Projects and Studio Weave, 2011, 
throughout waterways in Host Boroughs, one 
commission

The Floating Cinema is programmed by artists Nina Pope 
and Karen Guthrie (collectively known as Somewhere) 
and designed by Hackney-based architects Studio 
Weave. This floating structure navigated the waterways 
of the Host Boroughs with a varied programme of 
on-board screenings, creative canal tours, talks and 
workshops as well as larger-scale outdoor film events for 
audiences on the canal banks. Somewhere spent time 
with the many communities connected to the canals 
to develop the programme. The Floating Cinema was 
funded by Arts Council England and is part of CREATE 
2011. 

 
Memory Marathon, Inside Out, Simon Pope with Film 
and Video Umbrella (FVU), 2010, 26-mile route around 
the Olympic Park, one commission

Memory Marathon was a large-scale participatory event 
in which artist Simon Pope walked a specially planned 
26-mile route through the Host Boroughs for London 
2012. He was accompanied by 104 residents who recalled 
their stand-out memories from Olympic history, and the 
project was made into an 80-minute film that remains 
as a legacy of the event. In November 2010, the artist 
revisited the route and some of the walkers to reflect 

how the local landscape has continued to change. The 
project was conceived and produced by Film and Video 
Umbrella and the artist Simon Pope, commissioned 
by the Olympic Delivery Authority and funded by the 
London Development Agency and Arts Council England. 

One Whirl, Martin Richman, 2011, Footbridge 03, and 
(title tbc) Underpass 01, two commissions

This work by Martin Richman incorporates art into one 
of the new bridges and underpasses being built on the 
Olympic Park. The concept is inspired by the energy of 
the London 2012 Olympic and Paralympic Games and 
will be seen on one of the bridges near the Velodrome 
and on the walls and ceiling of an underpass that will 
allow pedestrians to walk under the A12 road. 

 
Royal Artillery Barracks Memorial, Xristos Sftesios, 
Eruim Kim, Ishmael Gowero, 2011, Royal Artillery 
Barracks, one commission

As part of a planning condition for the transformation 
of Woolwich Common, a competition for students 
from Ravensbourne College was held to create an 
integrated design which would commemorate the 
role the Royal Artillery Barracks played in hosting the 
Olympic and Paralympic shooting and archery events. 
The commission is being developed to be installed in 
2013 and will provide a ‘window’ on the past, reflecting 
the architecture of the temporary venues and providing 
a place to remember the London 2012 Olympic and 
Paralympic Games. 

 
Winning Words: transformer poems, text by Lemn 
Sissay, Jo Shapcott, Caroline Bird, and John Burnside, 
2011, four transformer enclosures, North and South 
Park, four commissions

The first commissioned poem for the Olympic Park as 
part of the Winning Words programme was written by 
poet Lemn Sissay and titled Spark Catchers. Inspired by 
the history of the site, the poem relates to the history 
of the Bryant and May match factory, which still exists 
on the edge of the Park in Bow. Spark Catchers is etched 
into a wooden structure in the north of the Park which 
houses one of the main electricity transformers. On 
the basis of this poem and design, a further three 
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poets and transformer enclosures were identified in 
order to expand the poetry programme across the Park 
to provide moments of reflection and interest. The 
Winning Words programme was funded by the Forward 
Arts Foundation and Arts Council England.

Winning Words: Ulysses, text by Alfred Lord Tennyson, 
Athletes’ Village, one commission

Winning Words is a programme of permanent 
poems throughout the Park which will include both 
commissioned poems for the Olympic Park and poems 
nominated by the public. The first nominated poem 
was announced in January 2011 as the last line of Alfred 
Lord Tennyson’s poem Ulysses: ‘To strive, to seek, to 
find, and not to yield’. These words will be engraved as 
a permanent installation on a prominent wall in the 
centre of the Athletes’ Village. Chosen for its power and 
universal appeal by a panel including the Poet Laureate 
Carol Ann Duffy, BBC sports presenter John Inverdale 
and author Sebastian Faulks, the poem aims to inspire 
athletes, future residents and students. The Winning 
Words programme is funded by the Forward Arts 
Foundation and Arts Council England.

 
View Tube, various artists (not directly commissioned 
by the ODA), 2010-12, the Greenway

The View Tube is a social enterprise and community 
venue, developed as a visitor centre for the Park through 
a partnership between the ODA Arts and Cultural 
Strategy team, London Thames Gateway Development 
Corporation, Leaside Regeneration and Thames Water. 
Built using recycled shipping containers, it provides 
a venue and facility for local people and visitors with 
exhibition opportunities for artists together with a 
classroom and a café. Since opening in 2010, the View 
Tube has developed its own cultural programme, 
curated by Alice Sharp, with funding from Arts Council 
England. Commissioned artists include Gavin Turk, Faisal 
Abdu’Allah, Lisa Cheung and Brian Griffiths in summer 
2011, with support from Groundwork London.

 

(Title tbc), United Visual Artists, 2012, Basketball Arena, 
North Park, one commission

As part of the look and feel of the Park during Games 
time, it was decided that external spectacle lighting 
should be integrated into the design of the Basketball 
Arena to take full advantage of the prominence and 
significance of the venue. The external temporary 
lighting design will define the building’s individual 
identity and complement the Olympic Park’s night-time 
festival atmosphere. It is intended that the commission 
will open up the debate around the temporary nature of 
this venue. 

 
four colours, Amanda Westbury, Janetka Platun, Helen 
Ball and Susie Miller, 2011, Royal Artillery Barracks, one 
commission

‘four colours’, a group of two artists and two 
engagement specialists – Janetka Platun, Amanda 
Westbury, Helen Ball and Susie Miller – have been 
commissioned by the Olympic Delivery Authority in 
response to a forthcoming commemorative landmark 
for Woolwich.  The landmark will recognise the role 
that the Royal Artillery Barracks will play in hosting the 
Olympic Shooting, Paralympic Shooting and Archery 
events for the London 2012 Games. four colours worked 
closely with Woolwich communities to initiate a range 
of surprising artist-led community engagement events 
in summer 2011 that celebrated the Royal Artillery 
Barracks’ role as a London 2012 venue. 

 
Steles (Waterworks), Keith Wilson, 2011, Waterworks 
River, one commission

These are a series of water-marker coverings along the 
prominent route of the Waterworks River next to the 
Aquatics Centre, by Keith Wilson. The commissions are 
being installed by British Waterways and will serve to 
mark the underwater sheet piling and three pontoons 
that will be installed in legacy. The artist’s proposal 
for brightly coloured sleeves for the water markers 
was originally part of his proposal for the entrance 
marker commission and was perfectly suited to this 
opportunity. His series of sleeves will create a prominent 
yet functional feature next to this iconic building in the 
Olympic Park.
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Southern Utilities Buildings, Brick Field and  
Carpenters Curve, Clare Woods and (title tbc),  
DJ Simpson, 2011, South Park near Aquatics,  
two commissions for each artist

Clare Woods and DJ Simpson have each created two 
large-scale works that are integrated into the façades 
of two utilities buildings in the south of the Park. These 
buildings will be highly visible in legacy. Both artists were 
inspired by the landscape of the Park and used materials 
that resonate with the industrial heritage of the site, 
such as tiles and aluminium. The management of these 
commissions was supported by the Contemporary Arts 
Society and InsiteArts.
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i. ODA projects, reports 
and strategies 
b) ODA case studies and 
micro-reports 

A series of short case studies and micro-reports have 
been written by a variety of professionals involved in the 
development and delivery of the ODA Arts and Culture 
programme. These documents focus on particular ODA 
Arts and Culture projects and highlight the specific 
lessons learned, as part of the ODA’s Learning Legacy 
programme. This learning has been fed into this report, 
but all of the ODA case studies and micro-reports are 
listed below, with brief summaries, for those who 
may be interested in looking up the additional detail 
published on the Learning Legacy website. 

ODA case studies

— Southern Headhouses: this looks at two large-scale 
commissions in high-profile locations in the south of 
the Park and the key lessons and recommendations 
in developing these integrated public artworks.

— Memory Marathon: this identifies what can be 
gained from creative community engagement 
initiatives on large-scale developments and the 
key lessons learned in developing and successfully 
delivering these kinds of initiatives.

— Public Realm Commissioning Panel: this explains 
how the ODA Arts and Cultural Strategy team set 
up a high-profile and varied panel to help guide the 
selection and development of the two flagship art 
commissions on the Olympic Park. 

 
ODA micro-reports

— Getting art into the Park, a lessons-learned paper: 
this gives details of how the ODA Arts and Cultural 
Strategy team established a strategy to integrate art 
into the development of the Olympic Park.

— The View Tube, making it happen fast, innovation 
and best practice in partnership delivery: this gives 
an account of the development of a very successful 
visitor centre on the edge of the Olympic Park.

— Creating a space for artistic development and 
exploration within a defined construction timeline 
and budget: this gives details of the ODA artist 
residency commission, with specific lessons learned 
relating to residency programmes.

— Developing wider community engagement for arts 
projects by working with a series of partners: this 
looks at one of the ODA commissions where artists 
worked with and engaged with local communities 
to bring greater awareness of the Olympic Park and 
the Arts and Culture programme.

— Starting with small examples to generate buy-in 
for a bigger vision: this report focuses on a series of 
permanent poetry commissions throughout the 
Park, installed to inspire athletes and visitors and to 
extend the cultural offer in the Park from just visual 
art.

— Fantasticology – using art to tell the story of 
the Olympic Park: this describes a collection 
of landscape interventions and community 
engagement events in the Park by a group of local 
emerging artists.

— How the ODA overcame an ’impossible‘ design 
challenge and found a new technology solution for 
enhancing a functional security fence: this gives 
details of an artwork applied to the security fences, 
which saved £200k by removing the requirement for 
a separate art panel.
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i. ODA projects, reports 
and strategies 
c) Funding sources and 
figures 

The Arts and Cultural programme began in 2008 with 
no dedicated budget. By the end of the project in 2011, 
funds had been leveraged from internal and external 
sources and a total of £33.7m was being spent on 
integrated arts and cultural projects across the Olympic 
Park. This included a major private donation of £22m 
by ArcelorMittal for the Anish Kapoor/Cecil Balmond 
designed Orbit, a project led by the GLA.

The funds leveraged were from a mixture of sources: 
ODA project budgets fulfilling planning conditions and/
or Section 106 funding, an allocation from ODA’s overall 
project contingency agreed by ODA/Olympic Board 
for this area of work, and funding from external public-
sector partners.

Please see the funding diagrams overleaf.
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Greenway Entrances (LPR) 0.2%

Fantasticology (LPR) 0.3%

Angel Lane (SBH) (stage 1) 1.1%

Park hubs 2.2%

Basket Ball lighting 3.6%

RAB Woolwich 0.3%

Athletes’ Village (BLL) 3.6%

Inside Out: Phase 1 Memory Marathon 0.7%

Inside Out: Phase 2 and Artist in Residence 2%

ViewTube (LTGDC / ODA) 5.7%

Winning Words: Park wide poetry 2.6%

Public Realm Commission projects (PRC) 17.8%

Arts Council (PRC Entrance Markers) 8.9%

OPLC PRC Entrances 0.4%
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Northern Headhouse 0.3%

Southern Headhouse 2.7%

Bridges (SBH) 4.1%

F06 Wall (LPR) 0.4%

Greenway Entrances (LPR) 0.1%

Fantasticology (LPR) 0.1%

Angel Lane (SBH) (stage 1) 0.4%

Park hubs 0.7%

Basket Ball lighting 1.2%

RAB Woolwich 0.1%

Athletes’ Village (BLL) 1.2%

Inside Out: Phase 1 Memory Marathon 0.2%

Inside Out: Phase 2 and Artist in Residence 0.7%

ViewTube (LTGDC / ODA) 1.9%

Winning Words: Park wide poetry 0.9%

Public Realm Commission projects (PRC) 6%

Arts Council (PRC Entrance Markers) 3%

OPLC PRC Entrances 0.1%

ACE  and LDA contributions to salary 0.6%

ODA retained savings 9%

Orbit (third party) (private sector) 65.7%

Winning Words (third party) 0.3%

Wick Lane (LTGDC) (third party) 0.4%

9%

65.7%

0.6%
0.1%

3%

6%

0.9%
1.9%
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1.2%

0.7%
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0.1%

0.4%
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i. ODA projects, reports 
and strategies 
d) ODA relevant 
strategies and reports  

This report should be read within the context of a 
number of other key ODA strategies and reports, listed 
below:

Strategy for Arts, Culture and Creativity in the Olympic 
Park, by Nicola Thorold and Rose Fenton, November 2007

This document outlines the vision, aims and objectives 
for arts, culture and creativity in the Olympic 
Park. Its focus is on the future of the site after the 
Olympic Games and it makes a number of important 
recommendations. This was the key strategy that 
allowed for the Arts and Culture team to be established 
at the ODA. 

ODA Arts and Cultural Strategy Final Draft, 6 May 2008, 
updated January 2011

This document sets out the framework for the ODA and 
its Games and Legacy partners to enable arts, culture 
(including sport), creativity and community involvement 
to become the distinctive characteristics of the Park, 
alongside the design, engineering, landscape and 
ecology.  

The Draft Olympic Park Arts Plan, 2009

A document accompanying the Arts and Cultural 
Strategy. The Plan outlines the programme and work 
priorities for the year 2008 for the ODA Arts and Cultural 
Strategy team. 

ODA Equality Impact Assessment, Arts and Culture 
Programme of Work, 2010

This Equality Impact Assessment (EqIA) of the ODA 
Arts and Culture programme of work seeks to assess 
the likely impact of the London 2012 Games on equality 
target groups. 

ODA Design Strategy and Principles, 2007

This strategy explains how design will be incorporated 
into every aspect of planning and delivery, ranging 
from permanent sporting venues and infrastructure 
to smaller-scale landscaping projects and temporary 
venues. 

ODA Design and Access Statement, 2007 

This Design and Access Statement was prepared 
on behalf of the ODA to accompany the Olympic, 
Paralympic and Legacy Transformation planning 
applications for the Olympic Park in the Lower Lea 
Valley. Its purpose is to explain and justify how all of the 
relevant matters relating to the design and access of the 
development have been taken into account in the design 
of the Olympic Park. 

ODA Urban Design and Landscape Framework, 2008 

This is an urban design and landscape framework for the 
2012 Olympic Park and Legacy Parklands in east London 
designed by AECOM and Allies & Morrison Architects. 

Design/Architecture Learning Legacy Evaluation Executive 
Summary, 2011

This executive summary is taken from the evaluation 
report on the ODA’s Design/Architecture strategy. It 
forms part of the ODA’s Learning Legacy programme 
and provides a series of recommendations and 
reflections on lessons learned.
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ii. ODA panels and groups 
a) Panels, steering groups, and critical friends 

 

Panels
 
Bridges and Underpasses panel, 2008

Name  Organisation
Sarah Weir (Chair) Arts and Cultural Strategy, ODA
Anna Vickery Arts and Cultural Strategy, ODA 
Louise Trodden Art in the Open / Open-City
Kevin Owens Design, LOCOG
Kay Hughes Design and Regeneration, ODA 
Michelle Reeves LDA 
Julie Lomax Arts Council England, London
David Baird Structures, Bridges and Highways, ODA 
Anna Harding Space Studios
Simon Fraser ODA Masterplanners, Allies & Morrison
Cedric Christie Local artist
Hadrian Garrard Host Boroughs Unit

Northern Headhouse panel, 2009

Name  Organisation
Sarah Weir (Chair) Arts and Cultural Strategy, ODA
Anna Vickery Arts and Cultural Strategy, ODA
Kay Hughes Design and Regeneration, ODA
Mark Sorrell Project Manager, CLM
Derek Wilson/Kevin Owens Design and Overlay, LOCOG
Ian Dunn EDF Energy
Louise Trodden Art in the Open / Open-City
Martin Richman Artist / local resident
Julie Lomax Arts Council England, London

Inside Out One panel, 2009

Name  Organisation
Sarah Weir (Chair)    Arts and Cultural Strategy, ODA
Anna Vickery   Arts and Cultural Strategy, ODA 
Amanda Smethurst   Arts Council England, London / local resident
Hadrian Garrard   Host Boroughs Unit
Michelle Reeves   LDA 
Louise Trodden   Art in the Open / Open-City

01 Preface     |     02 Executive sum
m

ary     |     03 Recom
m

endations     |     04 Tim
eline     |     05 The story     |     06 Lessons learned     |     07 Case studies     |     08 Appendices



© Open–City / Art in the Open

Square pegs and round holes:  
a report on the ODA Arts and Culture programme

Page 57

 

Athletes’ Village commission panel, 2009

Name  Organisation
Ricky Burdett (Chair) Advisor on Architecture and Urbanism, ODA
Sarah Weir Arts and Cultural Strategy, ODA
Kirsty Ogg Whitechapel Art Gallery
Louise Trodden Art in the Open / Open-City
Paul Hartmann Project Sponsor, Olympic Village, ODA 
Claire Gevaux Arts and Cultural Strategy, ODA
Anna Vickery Arts and Cultural Strategy, ODA 
Chris Grocock Lend Lease
Paul Leng Lend Lease
Greg Deas Lend Lease
Craig Becconsall Lend Lease

Southern Headhouses panel, 2009

The longlist panel scored artists on previous work and decided whether they would be invited to develop proposals and 
to interview.

Longlist selection panel 

Name  Organisation
Sarah Weir (Chair) Arts and Cultural Strategy, ODA
John Hopkins Landscape and Public Realm ODA
Anna Vickery Arts and Cultural Strategy, ODA 
Claire Gevaux Arts and Cultural Strategy, ODA (observer)
Simon Aspland Corporate Procurement, ODA (observer)
Fabienne Nicholas Contemporary Art Society
Jeni Walwin Contemporary Art Society
Ian Dunn/Stephanie Gooderidge EDF Energy
Sarah Harris National Grid
Jes Fernie Art in the Open / Open-City
Kevin Owens  Design, LOCOG
Gavin Turk Independent local artist
Julie Lomax Arts Council England, London
Neil Mattinson LDA Design
Eleanor Fawcett Design for London
Claire West Crafts Council
Anna Doyle  Host Boroughs Unit 
Jon Davies CLM (observer)
Deanne Everritt CLM (observer)
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Shortlist selection panel 

The shortlist panel interviewed the shortlisted artists.

Name  Organisation
Sarah Weir (Chair) Arts and Cultural Strategy, ODA
John Hopkins Landscape and Public Realm ODA 
Anna Vickery Arts and Cultural Strategy, ODA
Fabienne Nicholas Contemporary Art Society
Sarah Harris National Grid
Ian Dunn/Stephanie Gooderidge EDF Energy
Jes Fernie Art in the Open / Open-City
Claire West Crafts Council
Julie Lomax Arts Council England, London
Kevin Owens Design, LOCOG
Gavin Turk Independent artist
Neil Mattinson  LDA Design
Eleanor Fawcett Design for London
Anna Doyle Host Boroughs Unit

Angel Lane Bridge panel, 2010

Name  Organisation
Sarah Weir (Chair) Arts and Cultural Strategy, ODA 
David Ferrett Project Sponsor, Structures, Bridges and Highways, ODA
Kay Hughes Design and Regeneration, ODA
Newham Council
Richard Wentworth Artist / Royal College of Art
Claire Gevaux Arts and Cutural Strategy, ODA (observer)

Inside Out Two panel, 2010

Name  Organisation
Sarah Weir (Chair) Arts and Cultural Strategy, ODA 
Adriana Marques Arts and Cultural Strategy, ODA 
Claire Gevaux Arts and Cultural Strategy, ODA 
Julie Lomax  Arts Council England, London (substituted by Jo Baxendale)
Hadrian Garrard Host Boroughs Unit
Simon Pope Artist from Inside Out One 
Andreas Lang Local artist 
Jes Fernie Art in the Open / Open-City
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Artist in Residence panel, 2010

Name  Organisation
Sarah Weir (Chair) Arts and Cultural Strategy, ODA
Adriana Marques Arts and Cultural Strategy, ODA 
Claire Gevaux Arts and Cultural Strategy, ODA 
Julie Lomax  Arts Council England, London (substituted by Jo Baxendale)
Hadrian Garrard Host Boroughs Unit 
Simon Pope Artist from Inside Out One
Andreas Lang Local artist 
Jes Fernie Art in the Open / Open-City

PRC advisory panel, 2010-11

Name  Organisation
Sir Nicholas Serota (Chair)  Tate/ODA/LOCOG
Sarah Weir Arts and Cultural Strategy, ODA
Jerome Frost/Selina Mason Design and Regeneration, ODA
Mark Sorrell Arts and Cultural Strategy, ODA
Adriana Marques Arts and Cultural Strategy, ODA
Claire Gevaux Arts and Cultural Strategy, ODA
Other ODA attendees as required
Ekow Eshun ICA
Helen Marriage Artichoke 
Andrea Schleiker Freelance curator
Achim Borchardt-Hume Whitechapel Gallery
Marcus Davey Roundhouse
Gus Caseley-Hayford Freelance art historian
Various local artists Independent artists
Shobana Jeyasingh Shobana Jeyasingh Dance Company
Roger Taylor Host Boroughs Unit
Moira Sinclair Arts Council England, London
Munira Mirza (Deputy Chair) GLA
Kevin Owens Design, LOCOG
Peter Bishop LDA
Eleanor Fawcett OPLC (Design for London representing OPLC)
Jes Fernie Art in the Open / Open-City
Peter Wright DCMS/GOE (observer)

Artists’ positions were agreed project by project.

In respect of stakeholders LOCOG / Host Boroughs Unit / LDA, the role was sometimes shared between two people and 
the second was able to attend as an observer. 
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Community Engagement for RUN and Entrances panel, 2011

Name  Organisation
Sarah Weir (Chair) Arts and Cultural Strategy, ODA
Adriana Marques Arts and Cultural Strategy, ODA
Claire Doherty Situations, UWE
Jo Baxendale Arts Council England, London (funder)
Louise Trodden Art in the Open / Open-City

Winning Words poetry panel (for Athletes’ Wall only), 2011

Name  Organisation
William Sieghart (Chair) Forward Arts Foundation
Alison Hindell BBC Radio 4
Sarah Weir Arts and Cultural Strategy, ODA
Ralph Luck Olympic Village, ODA
Rachel Cooke Journalist
Sebastian Faulks Writer
Daljit Nagra Poet
Carol Ann Duffy Poet Laureate
Clare Balding Sports presenter, BBC
John Inverdale Sports presenter, BBC
Paula Radcliffe Athlete
Rebecca Romero Cyclist / rower
Kevin Owens Design, LOCOG

Royal Artillery Barracks student competition panel, 2011

Name  Organisation
Sarah Weir (Chair)  Arts and Cultural Strategy, ODA 
Nigel Maynard Design Manager, CLM
Cllr John Fahy Lead Member for the Olympic and Paralympic Games, LB Greenwich 
Jeremy Gardiner Ravensbourne College
Jes Fernie Art in the Open / Open-City
Liz Harrison Artist, Senior Lecturer, Camberwell College
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Steering group, 2010-11
One steering group was set up to oversee the Inside Out Two and Artist in Residency commissions during 2010-11. It was 
made up of the same people as sat on the panels for these commissions:

Name  Organisation
Sarah Weir (Chair) Arts and Cultural Strategy, ODA 
Adriana Marques Arts and Cultural Strategy, ODA 
Julie Lomax  Arts Council England, London (substituted by Jo Baxendale)
Hadrian Garrard Host Boroughs Unit
Simon Pope Artist from Inside Out One 
Andreas Lang Local artist 
Jes Fernie Art in the Open / Open-City

 
Critical Friends, 2011
A critical friend can be defined as a trusted person who asks provocative questions, provides data to be examined through 
another lens, and offers critiques of a person’s work as a friend. A critical friend takes the time to fully understand the 
context of the work presented and the outcomes that the person or group is working toward. The friend is an advocate for 
the success of that work.
 
ODA Artist in Residence, Neville Gabie, has met with artists Andreas Lang and Simon Pope, as part of their role on the 
Artist in Residence steering group.  

PRC Community Engagement commissioned artist, Lucy Harrison, has had Claire Doherty, Director of Situations at 
UWE, as a critical friend. This has also been an extension of Doherty’s role on the PRC panel, so those terms of reference 
apply, and a separate brief was not written.
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ii. ODA panels and groups 
b) Cultural Round Table members

In 2005 a Cultural Round Table was set up to look at the relationship of arts and culture to the Olympic Park 
development. It ran until September 2008, meeting monthly. The group was a forum to bring together interests and 
aspirations for the Olympic Park’s arts and cultural identity and to develop recommendations for how to take this 
forward, but it had no formal decision-making powers. 

The group’s research was completed in Autumn 2007 and a recommendation from the group for the inclusion of arts 
and culture in the development of the Park, for the benefit of Games time and after the Games, was proposed to the 
ODA. The ODA Board agreed the recommendation in December 2007. 

After the appointment of the Arts and Cultural Strategy team at the ODA, the Cultural Round Table served as an 
advisory group, supporting the overall ambition and work of the Arts and Culture Strategy at a strategic level, with a 
focus on legacy in relation to arts and culture and the Olympic Park development.

Membership of the group comprised:

Moira Sinclair (Chair)  Arts Council England, London (formerly Sarah Weir)
Sir Nicholas Serota                             Tate
Nick Cady                                           DCMS
Derek Wilson                                      LOCOG 
Keith Khan LOCOG
Bill Morris       LOCOG 
Louise Venn                                       LB Newham (stepped down)
Leonie Sakey               Arts Council, London/national office
Chris Smith                                         Clore Leadership Programme
Justine Simons                                 GLA
Jude Kelly                                           South Bank Centre  
Sarah Weir ODA / LOCOG
Kay Hughes  ODA
Ricky Burdett ODA
John Hopkins/Jerome Frost             ODA
Helen Marriage/Kate Dean  Artichoke

With advice from Nicola Thorold and Rose Fenton (liaison with and updates to the group during initial draft stage of 
their strategy).
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ii. ODA panels and groups 
c) Creative Design Group
 
The Creative Design Group (CDG) was set up to review and co-ordinate the ODA and LOCOG aesthetic design proposals 
that impact on the visitor/spectator experience of the Olympic Park. Its role also involved recommending proposals 
for approval and directing and guiding project teams on alternative options, revisions and amendments, to enhance 
proposals. It also took responsibility for gathering comments and support from respective departments and other 
stakeholders, to facilitate quick and informed decision-making.

 Terms of Reference

— Give clear direction to project teams on issues of aesthetic design and visitor/spectator experience
— Document design-review outcomes and concerns raised by members
— Call for responses to design reviews from project teams
—  Manage the relationship between ODA and LOCOG
— Make balanced recommendations on design progression representing the views of LOCOG and ODA departments
— Gather, co-ordinate and represent the views of respective directors/teams 
— Resolve conflicts between departments/teams
— Develop clear strategic guidance on design and visitor experience
— Commission studies and design work to develop solutions and guidance
— Develop and monitor a programme of project items to consider and monitor
— Elevate significant decisions to relevant Decision Forums
— Report progress to CEOs’ monthly joint meeting 

Membership

Jerome Frost – ODA Head of Design (Co-Chair) 
Kevin Owens – LOCOG Design Principal (Co-Chair) 
Sir Nicholas Serota – Design Champion (LOCOG/ODA)
Amanda Jennings – LOCOG Head of Brand
Maria Ramos – LOCOG Brand Marketing Manager
Helen Marriage – LOCOG Culture Team representative 
Sarah Weir – ODA Head of Arts and Cultural Strategy
John Hopkins – ODA Project Sponsor, Park and Public Realm
Selina Mason – ODA Project Sponsor for Transformation
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Attendees

Other attendees were invited from ODA / LOCOG as required to inform discussion or decisions.

The CDG roles involved:
— reporting progress and recommendations to the CEOs’ monthly joint meeting
— developing, owning and promoting a strategic co-ordinated drawing for the Games time Olympic Park
— making recommendations to appropriate decision-making forums
— identifying issues which needed to be referred onward to the ODA and LOGOC Executive Boards for approval and 

sign-off.   

Management and Timing

The Chair was joint between the ODA Head of Design and LOCOG Design Principal. The Creative Design Group met 
every two weeks for a period of approximately one year, during the critical design period for the Olympic Park.  
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Appendices 
iii. Context 
a) East London art and 
regeneration context 

Public art programmes in the vicinity of the  
Olympic Park

East London is internationally renowned for its wealth 
of artists’ studios, galleries, and other cultural venues. 
Embedding culture and art in the public realm as part 
of the unprecedented regeneration of the area has 
therefore been a crucial part of retaining its distinct 
identity. Involving artists in a range of public realm 
development schemes has also supported plans to 
engage with communities and to reflect the nature and 
diversity of the Lower Lea Valley, which includes areas 
ranging from inner-city Dalston in the London Borough 
of Hackney to new outer-London developments at 
Canning Town in the London Borough of Newham. 

Over the last four years there has been a particular 
concentration of art commissioning in areas directly 
surrounding the Olympic Park. These include Hackney 
Wick Fish Island to the west, Stratford Town Centre and 
Stratford High Street, the Westfield development at the 
edge of the Park, and commissioning on the DLR and 
London Underground stations. Stakeholders include 
Westfield, Lend Lease, the ODA, Docklands Light Railway, 
Art on the Underground, London Development Agency/
Design for London, the London Thames Gateway 
Development Corporation (LTGDC), the London 
Boroughs of Newham, Tower Hamlets and Hackney, 
among others. Details of three of these commissioning 
programmes are outlined below (for further information 
on these and other projects see the bibliography, 
appendix vi).

 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
Docklands Light Railway for Stratford International 
Extension

Commissioned artists to date: Toby Paterson, Places of 
Exchange, permanent commission
Commissioned by Docklands Light Railway (DLR), 
managed by Modus Operandi Art Consultants 
Funder: DLR

The Docklands Light Railway (DLR) art strategy and 
programme has been in place since 2007. As part of 
the Stratford International Extension, which runs from 
Canning Town to Stratford International Station, DLR 
appointed Toby Paterson lead artist in 2007, working 
closely with the Skanska Grant Rail-led design team 
and their architects, Weston Williamson. Paterson was 
selected via a shortlisting process carried out by Modus 
Operandi with DLR, and competitive interview by a 
panel that also included representatives from the ODA, 
London Thames Gateway Development Corporation 
(LTGDC) and the London Borough of Newham, with 
funding for the commission provided by DLR. 

The artist’s role has been to identify opportunities and 
develop work that supports an integrated approach 
to commissioning as part of the design of the new 
stations. The result is a series of interventions on glazing 
in stations, running the length of the line. His series 
of tessellated patterns takes its inspiration from the 
topography of this changing part of East London, and 
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utilises a specially designed colour palette developed 
from local field research. A limited-edition ticket wallet 
designed by the artist will be given free to the public 
when the artwork is unveiled at the opening of the line 
in autumn 2011. 

In the long term, the intention is to complement these 
interventions with two major art commissions at 
either end of the line: at Stratford International and at 
Canning Town. These two important elements of the 
commission are currently on hold until further external 
funding is secured. 

‘In considering the potential audience for these integrated 
works on glass I placed particular emphasis on the fact 
this will be a commuter line. Obviously it will be a primary 
transport route for the London Olympics but the legacy 
will be with the people who use these stations every day. 
The notion of variety or quiet surprise is what I hope might 
be achieved through this work. Some of the complexities 
in the scheme will reveal themselves over time. I relish the 
idea that when a lot of the Olympic site and its population 
is gone or irrevocably changed, there will still be little 
kernels of information built into the work at these stations 
that echo a variety of places now gone and points in time 
that have passed.’ 
Toby Paterson, artist (see appendix vi for the DLR 
website)

 

Westfield Stratford City

Commissioned practitioners to date: Tatiana Echeverri 
Fernandez (artist), Julian J Smith (fashion), Lee Broom 
(product design), Laurence Kemball-Cook (environment), 
Carmody Groarke (architecture), Jason Bruges Studio 
(lighting), Dominic Harris/Cinimod Studio (lighting)

Funder: Westfield

The retail developer Westfield has commissioned a 
number of creative practitioners to make work for its 
new development, which forms the gateway to the 
Olympic Park next to Stratford Regional Station. The 
aim is to help the development reflect the creativity 
associated with east London, and embed it into the area 
in line with the approach of the Olympic Park and other 
neighbouring projects.

One element of this is ‘Studio East’, an initiative that 
supports emerging creative talent and which was 

launched at a pop-up restaurant designed by architects 
Carmody Groarke. A Cultural Committee, chaired by 
retail specialist Mary Portas, selected four creative 
practitioners from the fields of visual art, fashion, 
product design, and environment innovation to make 
work for the development. The shortlist of artists for 
the visual art commission was drawn up by Cultural 
Committee members artist Tracey Emin and Tony 
Chambers, the editor of Wallpaper design magazine, 
and, from this shortlist, the Committee selected artist 
Tatiana Echeverri Fernandez. Echeverri Fernandez 
received a fee of £10,000 (of a total budget of around 
£100,000 for the final artwork) and mentoring from 
Emin. Her work will take the form of a permanent 
commission. 

The developer has also embedded creative lighting into 
the design of the shopping centre’s public realm. This 
approach was championed by the development’s design 
review panel (chaired by Frank Duffy CBE and Paul Finch), 
in collaboration with the internal design team and LB 
Newham, as part of the developer’s section 106 planning 
agreement. Jason Bruges Studio developed a feasibility 
study and strategy that has resulted in an interactive 
light fountain and includes work by Cinimod Studio.

 
’Developers are seeing the need to make these 
developments more grounded into their locality, and 
commissioning high-quality artists and other creative 
practitioners to make work that specifically responds to 
the site and local communities, is a good way to do this.’ 
Simon Cochrane, Design Director, Westfield

Hackney Wick Fish Island

Commissioned artists to date: permanent commissions 
by Elizabeth Wright, Martino Gamper and Francis 
Uprichard; temporary commissions by Public Works, 
Grennan & Sperandio, Ben Long, Rowan Durrant, Verity 
Keefe, Manu Lucksh

Funders and partners: LTGDC, LDA/Design for London, 
British Waterways, LB Hackney, LB Tower Hamlets

A large community of artists live and work in the area of 
Hackney Wick Fish Island, just west of the Olympic Park. 
Numerous artists’ studios and galleries occupy the old 
industrial buildings in the area, at relatively low costs. In 
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order to help retain this distinct identity and encourage 
cultural investment in the long term, a programme of art 
commissions has been developed and embedded into 
the public realm improvements for the area.

Art consultants Muf have led on the cultural mapping 
and commissioning programme, appointed and funded 
by the London Development Agency/Design for London 
and the LTGDC. British Waterways (as part of the 
development of the canal walkways) and the London 
Boroughs of Tower Hamlets and Hackney have also been 
involved. Artists have been commissioned through a 
number of mechanisms, including open competition 
and selection by panel. Panel expertise has come from 
LTGDC, Muf, LB Tower Hamlets, LB Hackney, the ODA, an 
artist and director of locally based Elevator Gallery, and 
independent (non-voting) support from Open-City/Art 
in the Open.

The art programme has included both permanent and 
temporary projects. Permanent commissions aim to 
leave a lasting physical legacy and include Elizabeth 
Wright’s commission for the Wick Lane Underpass. 
The temporary projects were commissioned in order to 
engage communities (which also include the established 
residential community at the Trowbridge Estate and 
the Crown Estate, and those working in the remaining 
industrial buildings), support the content development 
of the permanent commissioning programme, and help 
build the profile of the art programme in the area. They 
include Grennan & Sperandio’s Fish and Wick Vistas, a 
series of portraits of local people published over eleven 
weeks in the local newspaper, the Hackney Gazette, and 
a manifestation of Public Works’s ongoing project Wick 
Curiosity Shop, which includes a small local archive and 
a related programme of community-focused events. 
Funding for these nine commissions comes from a 
budget of just under £3 million that London Thames 
Gateway Development Corporation is spending on five 
key strategic-link projects in the London Boroughs of 
Hackney and Tower Hamlets.

East London visual arts organisations

Commissioning artists as part of, or in relation to, public 
realm regeneration schemes has also been a growing 
interest and area of activity for a range of nationally and 
internationally renowned east-London-based visual arts 
organisations and galleries. 

While this is generally an increasing area of practice 
across the capital, the focus and opportunities afforded 
by the Olympics and the regeneration of the east has 
encouraged a wide range of projects that reach out 
and engage with local communities. These often 
relate to the changing environment or support efforts 
to document and mitigate the effects of the major 
changes to the area. 

Projects include the Barbican Centre’s commission 
Dalston Mill, commissioned for a patch of wasteland 
in 2009, and the programming for Folly for a Flyover in 
collaboration with CREATE 2011; Whitechapel Gallery’s 
series The Street – currently presenting Reclaim the 
Mural by art collective The Work in Progress; Chisenhale 
Gallery’s A Sense of Place programme, which has 
included commissions by Ruth Ewan in 2010 and Amalia 
Pica in 2011; SPACE Studio’s The Cut, programmed with 
View Tube and launched during the Hackney Wick 
Festival, with work by artists Jessie Brennan, Chris 
Dorley-Brown and Daniel Lehan; and the View Tube art 
programme, which includes projects by artists Faisal 
Abdu’Allah, Lisa Cheung and Gavin Turk/Ben Wilson.
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iii. Context 
b) Past Olympic 
art commissioning 
programmes 

Arts and cultural programming has been a part of 
summer and winter Olympic and Paralympic Games for 
nearly 100 years (2012 will be the 100th year) and, since 
Barcelona’s inauguration of the first Cultural Olympiad 
in 1988, it has become an important component for 
successful Olympic bids and sustainable Games legacies 
(for more information, see the texts and websites listed 
in the bibliography, appendix vi). 

A number of Olympic cities have commissioned high-
quality art as a core part of their cultural offer. Huge 
audiences are able to see and benefit from the artworks 
and, alongside high-quality architecture and urban 
design, these commissions help ensure that creativity 
and excellence are embedded into the city’s identity, as a 
legacy from the Games.

The 1992 Games in Barcelona, for example, were the 
catalyst for a series of permanent sculptures for the 
waterfront district of La Barceloneta that were part 
of Barcelona’s hugely influential, strategic approach 
to regenerating through the Olympics. The sculptures 
formed an outdoor exhibition which continues to be 
a city attraction and has remained a benchmark for 
others. Curator Gloria Moure proposed the permanent 
exhibition, following an invitation from the City, and 
her programme substantially expanded Barcelona’s 
existing public art programme (inaugurated in 1980). 
Commissioned artists all have strong international 
reputations and include Rebecca Horn, Jannis Kounellis 
and Juan Muñoz. 

The 1996 Winter Olympics in Turin also used the 
Olympic moment to extend the city’s art commissioning 
programme but, instead of commissioning a series of 
stand-alone, permanent sculptures for public space, it 
extended its existing winter commissioning programme 
of light-based artworks, Luci d’Artista, which had played 
a significant role in the success of its Olympic bid. The 
ethos behind this programme is to commission  

 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
internationally acclaimed artists to make temporary 
works with light, many of which are then exhibited on an 
annual basis, enabling the collection (and exhibition) to 
grow each year. The directors of the two contemporary 
art museums in the city (Castello di Rivoli Museum and 
GAM, Turin’s Civic Gallery of Modern and Contemporary 
Art) were closely involved, and artists commissioned 
include international practitioners such as Daniel Buren, 
Mario Merz and Michelangelo Pistoletto. 

Culture was at the heart of the Sydney 2000 Olympic 
bid, which followed the earlier example of Barcelona 
by presenting a four-year Cultural Olympiad. Since the 
Games, a wide-ranging arts and cultural programme 
has been established which now includes the largest 
precinct public art collection in Australia, having grown 
to over fifty works. It also includes regular events, the 
Armoury Gallery, a new theatre and an artists’ studio 
facility at Newington Armoury, ‘enhancing the Park’s 
reputation as a place with a unique creative spirit’.

Vancouver (2010 Winter Olympics) initiated a new 
Olympic and Paralympic Public Art Program that 
included more than twenty new permanent and 
temporary public artworks. These were commissioned 
for various sites around the city at existing landmarks, 
key cultural venues and within community settings. 
The public art plan was approved and published 
just two years before the Games in 2008, and the 
programme was allocated $2 million of funding. The 
majority of this came from the Capital Budget for 
Cultural Reinvestment/Olympic Legacy projects, with 
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Georgia Street Plaza, Michael Lin, 23.0–02.05.10, 2010, paint on metal, 1,158 
x 1,646 cm (each, left and right sections); 1,158 x 1,463 cm (centre  section), 
installation at the Vancouver Art Gallery. Photo: Trevor Mills and Rachel 
Topham, Vancouver Art Gallery
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additional important contributions from the Olympic 
Legacy Reserve Fund Look of the City Programme, 
and the Olympic Village developer public art account. 
The commissioned works included three ‘spectacular’ 
projects in partnership with Vancouver Art Gallery 
and Vancouver 2010 Cultural Olympiad by artists 
Rafael Lozano-Hemmer, Michael Lin and a group of 
over seventy artists working in film and video, shown 
on the portico of the Art Gallery’s façade. Permanent 
works across the city include those by internationally 
acclaimed artists Gund Foerster, Rodney Graham, Tania 
Ruiz Gutiérrez, and Adrian Göllner/Pierre Poussin.

These examples all represent a longer-term approach 
that maximises Olympic cultural activity, over and 
above the Cultural Olympiad festival. Commissions 
were generally for multiple sites, not just within the 
Olympic Park. (One significant example of recent 
commissioning for the Park was in Beijing, 2008, where 
the internationally renowned artist Ai Weiwei worked 
in collaboration with architects Herzog and de Meuron 
on the Olympic stadium, although the approach here 
was primarily to make a landmark building, rather than 
focusing on the Park as a whole.) Sydney has expanded 
its public art collection for the Park since the Games, 
and the city has been very clear about its regret in not 
developing a stronger cultural programme for the Park 
from the start. It has been keen to impress this in its 
feedback for London’s cultural strategy development:

’A valuable opportunity was wasted as well as time and 
financial resources. The Arts Programme is proving key 
to the success of the Park – to developing a powerful 
sense of place, contributing to the spirit and identity of 
the community, as well as being an important catalyst 
for economic activity, attracting increasing numbers of 
people and companies … We urge London to learn from 
the lessons of Sydney …’ 
Scott O’Hara, Executive Manager, Arts, Culture and 
Events, Sydney Olympic Park. 

London has been keen to learn from past Olympic 
Games and particularly Sydney’s experience, focusing 
efforts on ensuring that the Park itself is a successful 
cultural destination in the long term. It has also learnt 
from other major art commissioning schemes (see the 
national and international case studies section), and 
the extent to which integrating art commissioning 

programmes into the fabric of a high-quality built 
environment can help embed culture and creative 
excellence into the identity of a place, along with 
ambitious community-focused projects which 
encourage a sense of local ownership and engagement.  

For details of London’s Cultural Olympiad (organised by 
LOCOG), which includes a significant series of temporary 
commissions and cultural activity across the UK, in 
partnership with key galleries, museums and other arts 
and cultural organisations, see appendix iii c.
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iii. Context 
c) London 2012 projects 

The ODA Arts and Culture programme is distinct from 
the four-year cultural celebration across the UK leading 
up to the Games, known as the Cultural Olympiad. 
This is led by the privately funded London Organising 
Committee of the Olympic Games and Paralympic 
Games (LOCOG). The London 2012 Cultural Olympiad 
follows the tradition established by Barcelona in 1988 
for a cultural festival to be part of the run-up to Olympic 
celebrations. This tradition has been continued by 
cities such as Sydney and Atlanta. The London 2012 
Cultural Olympiad is UK-wide and is the largest cultural 
celebration in the Games’ history, designed to ‘give 
everyone in the UK a chance to be part of London 
2012 and inspire creativity across all forms of culture, 
especially among young people’. 

The Cultural Olympiad Open Weekends were held for 
the first three years (24-26 July in 2009, 23-25 July in 
2010, and 22-24 July in 2011), with hundreds of Games-
inspired events taking place in a wide variety of cultural 
venues, including those awarded the ‘Inspire’ mark (a 
mechanism that allows non-commercial organisations 
to officially link their projects to the Games). The first 
two Open Weekends attracted almost 2.5m people 
nationwide (figures from the third are not yet available).

In 2012, there will be even bigger celebrations, with 
major national projects championing visual art, music, 
film, literature, and the built and natural environment. 
Particular focus will be placed on work by deaf or 
disabled artists under the Unlimited programme. The 
Cultural Olympiad for 2012 is funded by the Olympic 
Lottery Distributor, the Legacy Trust UK, Arts Council 
England and LOCOG, as well as a number of other major 
cultural and heritage bodies. One of the biggest visual 
arts projects taking place nationwide is Artists Taking 
the Lead, a programme of twelve major art works and 
installations for each UK region, funded by Arts Council 
England at up to £500,000 for each project.

The culmination of the London 2012 Cultural Olympiad 
will include the London 2012 Festival, a major event 
curated by Cultural Olympiad Director Ruth McKenzie 

at LOCOG. This Festival will run from 21 June 2012 to 9 
September 2012. 

In London, the Festival will include significant 
temporary and permanent public art commissions 
in collaboration with major galleries and visual arts 
commissioners. These include Pae White’s project for 
Art on the Underground; Fiona Banner and David Kohn 
Architects’ A Room for London (a collaboration between 
Living Architecture and Artangel, in association with 
Southbank Centre); Olafur Eliasson’s commission for 
Serpentine Gallery; Tino Seghal’s project for the Turbine 
Hall at Tate Modern; the Olympic and Paralympic 
Posters with Tate and a wide range of artists; and Rachel 
Whiteread’s permanent commission for the façade of 
Whitechapel Gallery’s landmark Grade II listed building 
in east London – the first permanent sculpture by the 
artist in London.

The GLA’s Outdoor Arts Festival will also be part of the 
Festival. This is a seven-week programme of high-quality 
small-to-medium-scale artistic animations, events, 
installations and interventions across live performance, 
film and visual arts, happening in town centres, squares 
and parks across the 33 London Boroughs, delivered in 
partnership with multiple stakeholders across the city. 

Other key public art commissions for the summer of 
2012 include a series of temporary projects developed 
by CREATE for the Host Boroughs in addition to its 
annual Bank of America Merrill Lynch CREATE Art Award 
commission.
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Visualisation for A Room for London, David Kohn Architects and Fiona 
Banner, 2012, commissioned by Living Architecture and Artangel. Image 
courtesy of David Kohn Architects and Fiona Banner
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iv. Glossary 

Key organisations and terms include: 

Arts Council England (ACE) 

Arts Council England (ACE) is the national development 
agency for the arts in England, distributing public 
money from Government and the National Lottery. 
Arts Council England works to get great art to everyone 
by championing, developing and investing in artistic 
experiences that enrich people’s lives.
http://www.artscouncil.org.uk/ 

CLM Delivery Partner (CH2M Hill, Laing O’Rourke, 
Mace) 

The CLM consortium is the Delivery Partner that 
supports the ODA in project managing the delivery 
programme for the venues and infrastructure for the 
London 2012 Games.  
http://www.clmdelivery.co.uk/  

Commission for Architecture and the Built Environment 
(CABE) 

The Commission for Architecture and the Built 
Environment (CABE) was the Government’s advisor on 
architecture, urban design and public space between 
1999 and 2011. A small team from CABE has now joined 
the Design Council (Design Council CABE).  
http://www.cabe.org.uk/ and http://www.
designcouncil.org.uk/our-work/cabe/ 

Department for Culture Media and Sport (DCMS) 

DCMS is the Government department responsible for 
policy on the arts, sport, the National Lottery, tourism, 
libraries, museums and galleries, broadcasting, creative 
industries including film and the music industry, 
press freedom and regulation, licensing, gambling 
and the historic environment. The department is also 
responsible for the London 2012 Olympic Games and 
Paralympic Games.  
http://www.culture.gov.uk/

Design for London (DfL) 

Design for London was established to support the 
delivery of well-designed projects across London, and to 
make sure that design excellence is reflected within all 
projects that the mayoral agencies commission or fund.  
http://www.designforlondon.gov.uk/index.html  

Greater London Authority (GLA) 

The GLA is a strategic authority with a London-wide 
role to design a better future for the capital. It supports 
the work of the Mayor of London, helping his office 
to develop and deliver strategies for London. And 
it supports the London Assembly in their role of 
scrutinising the work of the Mayor and representing the 
interests of Londoners. 
http://www.london.gov.uk/ 

Government Olympic Executive (GOE) 

The Government Olympic Executive (GOE) exists to 
provide oversight and assurance of the entire Olympic 
and Paralympic Programme. The GOE is the only 
organisation that supervises the public sector funding 
package to ensure that the London 2012 Games are 
delivered on time, on budget and for the benefit of 
the whole country. The GOE reports to the Rt Hon. 
Hugh Robertson MP, who is Minister for Sport and the 
Olympics.  

London Development Agency (LDA)

The London Development Agency is the Mayor of 
London’s agency responsible for driving London’s 
sustainable economic growth. From 31 March 2012 the 
LDA will be folded into the Greater London Authority 
(GLA). 
http://www.lda.gov.uk/

 
LDA Hargreaves 

The LDA Design/Hargreaves team is responsible for the 
design of the Olympic Park. Founded in 1979, LDA Design 
has worked on many of the country’s park and public 
realm projects including Gunpowder Park, Lea Valley, 
Blackpool seafront and the Royal Parks Agency.  
http://www.lda-design.co.uk/ 
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Hargreaves Associates is a US consulting firm comprised 
of landscape architects and planners with offices in 
California, Massachusetts, New York City and London.  
http://www.hargreaves.com/firm/Profile/ 

Lee Valley Regional Park Authority (LVRPA) 

The Lee Valley Regional Park Authority is a statutory 
body responsible for managing and developing the 
26-mile-long, 10,000-acre linear Lee Valley Regional Park 
– the only regional park serving London, Hertfordshire 
and Essex.  
http://www.leevalleypark.org.uk/default.aspx  

 London Organising Committee of the Olympic Games 
(LOCOG) 

The London Organising Committee of the Olympic and 
Paralympic Games (LOCOG) is responsible for preparing 
and staging the London 2012 Games.  
http://www.london-2012.co.uk/LOCOG/  

London Thames Gateway Development Corporation 
(LTGDC) 

The London Thames Gateway Development 
Corporation (LTGDC) is the Government’s lead 
regeneration agency for east London. LTGDC has the 
unique role of an Urban Development Corporation with 
planning powers, the ability to buy and develop land, 
CPO powers, funding, and the appropriate skills and 
attitude to bring regeneration forward. 
http://www.ltgdc.org.uk/  

Olympic Delivery Authority (ODA) 

The Olympic Delivery Authority (ODA) is the public body 
responsible for developing and building the new venues 
and infrastructure for the London 2012 Games and their 
use after 2012.  
http://www.london-2012.co.uk/ODA/ 

 
Olympic Host Boroughs 

The Host Boroughs comprise the London boroughs of 
Greenwich, Hackney, Newham, Tower Hamlets, Barking 
and Dagenham and Waltham Forest. The boroughs 
came together to support the London 2012 bid and 

remain committed to working together to secure 
a lasting legacy for local people, communities and 
business.  

Olympic Park

The Olympic Park is located in Stratford, east London. 
After the Games, it will be called the Queen Elizabeth 
Olympic Park. 

Olympic Park Legacy Company (OPLC) 

The Olympic Park Legacy Company was established 
in May 2009 by the Mayor of London and central 
Government. Baroness Ford of Cunninghame has 
been appointed as Chair and Andrew Altman as Chief 
Executive. The Company’s board was established in 
November 2009. The Olympic Park Legacy Company 
aims to create a lasting legacy from the London 2012 
Games by developing the Park to become, in time, a 
new and prosperous metropolitan area of the city. The 
Company is the independent public-sector, not-for-profit 
organisation responsible for the long-term planning, 
development, management and maintenance of the 
Olympic Park and its facilities after the London 2012 
Games.  
http://www.legacycompany.co.uk 
 

 Open-City / Art in the Open 

Open-City champions the value of well-designed places 
and spaces in making a liveable and vibrant city, together 
with the role everyone plays within it. As part of Open-
City, Art in the Open acts as London’s advisor for art in 
the public realm. This work is supported by Arts Council 
England, London. 
http://www.open-city.org.uk/  
http://www.artintheopen.org.uk/  

Planning Decisions Team of ODA (PDT) 

The ODA is the Planning Authority for the Olympic Park 
area. This dedicated planning team was set up because 
of the need to deliver the venues and infrastructure for 
London 2012 on time.  
http://www.london2012.com/planning/index.php 
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v. List of interviewees and consultees 

We gratefully acknowledge the time and input given by the wide range of people that were interviewed and consulted 
as part of the research for this report. Details are given below.  

Interviewees
A series of interviews were held with ODA staff, ODA commissioned artists, curators, contractors, and key stakeholders 
in London. They are:

Artists

Monica Bonvicini
Nazareno Crea and Oscar Bauer
Grenville Davey
Neville Gabie
Simon Periton
Simon Pope
DJ Simpson
Lemn Sissay

ODA stakeholders

James Anderson  Legal Team (in-house lawyer)
Dermot Doherty Procurement team
Claire Gevaux Arts and Cultural Strategy Programme Co-ordinator 
John Hopkins Project Sponsor, Parklands and Public Realm
Adriana Marques Principal Advisor, Arts and Cultural Strategy
Selina Mason Deputy Head of Design
Alison Nimmo Director of Design and Regeneration
Mark Sorrell Project Sponsor Team, Design and Regeneration
Anna Vickery previously Principal Advisor, Arts and Cultural Strategy
Laurence Waterman Head of Health and Safety
Sarah Weir Head of Arts and Cultural Strategy

CLM / Contractor stakeholders

Jon Davies Skanska
Simon Fraser Director, Allies & Morrison
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External stakeholders

Vivien Blacker Deputy Chief Executive, Lee Valley Regional Park Authority
Eleanor Fawcett Head of Design, OPLC
Hadrian Garrard Director, CREATE / London 2012 Creative Programmer – Host Boroughs
Julie Lomax Director of Visual Arts, Arts Council England, London (ACE)
John Middleton Head of Economic Development, LTGDC
Munira Mirza Mayoral Advisor on Culture and Youth, GLA
Rosie Murdoch View Tube Manager (Leaside Regeneration Ltd)
Kevin Owens Principal Designer, LOCOG
Naomi Russell Managing Director, Naomi Russell & Partners
Sir Nicholas Serota Director, Tate
Sally Shaw Senior Cultural Strategy and Projects Officer, GLA
Karen Webb Director of Marketing and Communications, OPLC

Curators

Claire Doherty Director, Situations at UWE
Sophie Hope Artist/Curator/Lecturer, Dept of Media and Cultural Studies, Birkbeck
Vivien Lovell Founder and Director, Modus Operandi Art Consultants
Fabienne Nicholas Head of Consultancy, Contemporary Art Society
Ingrid Swenson Director, PEER
Emma Underhill Director/Curator, UP Projects
Isabel Vasseur Director, ArtOffice
Sarah Wang Founding Director, Creative Intelligence Agency
Sam Wilkinson Director, InSite Arts

External stakeholders consulted on the final recommendations
A number of key London stakeholders were given the opportunity to comment on the final recommendations.  
They are: 
Jo Baxendale Relationship Manager, Art in the Public Realm, ACE
Hadrian Garrard Director, CREATE / London 2012 Creative Programmer – Host Boroughs
Eleanor Fawcett  Head of Design, OPLC
Julie Lomax Director of Visual Arts, ACE, London
David Lunts  Interim Executive Director of Housing and Regeneration, GLA 
Selina Mason Deputy Head of Design, ODA
John Middleton Head of Economic Development, LTGDC 
Munira Mirza Mayoral Advisor on Culture and Youth, GLA
Dianna Neal Head of Economy, Culture and Tourism, London Councils
Cllr Guy Nicholson  Cabinet portfolio holder for Regeneration and 2012 Olympic and Paralympic  
 Games, LB Hackney
Kevin Owens Principal Designer, LOCOG
Sir Nicholas Serota  Director, Tate
Sally Shaw Senior Cultural Strategy and Projects Officer, GLA 
Moira Sinclair Executive Director of Arts, ACE
Roger Taylor Director, Host Boroughs Unit 
Karen Webb Director of Marketing and Communications, OPLC 
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Curators’ peer event
A peer consultation event was held by Art in the Open on 7 June 2011, for curators, artists and other arts sector peers to 
look at the art commissioning programme for the Olympic Park. The event included a tour of the Olympic Park, talks by 
two artists involved in the programme (Simon Pope and Neville Gabie), and a group discussion about the ODA Arts and 
Culture programme and contemporary curatorial practice in the public realm. The outcomes of the discussion have 
been fed into this paper. 

Attenders and speakers at the peer consultation event:
Katherine Clarke Founding Director, Muf
Michaela Crimmin  Independent curator
Katrina Crookall  Senior Manager, Barbican Art Gallery
Tamsin Dillon  Head of Art on the Underground
Tim Eastop  Independent consultant
Jes Fernie  Associate, Art in the Open, Open-City
Rachel Fleming-Mulford  Programme Manager, Art in the Open, Open-City
Neville Gabie  Artist
Isabelle Hancock  Gallery Manager, Chisenhale Gallery
Lucy Harrison  Artist
Sophie Hope  Artist/Curator/Lecturer, Dept of Media and Cultural Studies, Birkbeck
Andreas Lang  Director and Co-Founder, Public Works
Brad Lochore  Artist 
Vivien Lovell  Founder and Director, Modus Operandi Art Consultants
Adriana Marques  Principal Advisor, Arts and Cultural Strategy, ODA 
Lucy McMenemy  Independent curator and Cultural Programme Officer, LB Hackney
Fabienne Nicholas  Head of Consultancy, Contemporary Art Society
Kirsty Ogg  Exhibitions Curator, Whitechapel Gallery
Simon Pope  Artist
Alice Sharp  Independent curator and curator of View Tube Art Programme
Louise Trodden  Head, Art in the Open, Open-City
Isabel Vasseur  Director, ArtOffice
Jeni Walwin  Independent curator
Sarah Wang  Founding Director, Creative Intelligence Agency
Sam Wilkinson  Director, InsiteArts
Sally Williams  Public Art Team, Canary Wharf Group plc
Emma Underhill  Director and Curator, UP Projects
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Ceri Lewis Commissions Manager, Modus Operandi Art Consultants
Vicki Lewis Art consultant, Muf 
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http://uk.westfield.com/stratfordcity/studio-east/
about/

Hackney Wick Fish Island
http://www.designforlondon.gov.uk/across-london/
boroughs/all/hackney-wick-fish-island-cultural-hub/
http://ltgdc.org.uk/projects/projects-overview/
hackney-wick/

Art on the Underground at Stratford station
http://art.tfl.gov.uk/projects/detail/2118/ 
http://art.tfl.gov.uk/projects/detail/1146/ 
http://art.tfl.gov.uk/projects/detail/1155/ 

SPACE Studios
http://www.spacestudios.org.uk/whats-on/events/
the-cut-jessie-brennan-chris-dorley-brown-and-daniel-
lehan-

View Tube
http://www.theviewtube.co.uk/art.html

Chisenhale Gallery
http://www.chisenhale.org.uk/offsite/index.php

Barbican Centre
http://www.barbican.org.uk/artgallery/event-detail.
asp?ID=9311
http://artintheopen.org.uk/guidance/casestudies/
commissions_dalston.html

Olympic Cities

Barcelona
Francisco-Javier Monclus, ‘Barcelona 1992’, in John 
R. Gold and Margaret M. Gold (eds.), Olympic Cities: 
City Agendas, Planning and World Games, 1896-2016, 
Routledge, 2011, pp. 268-286
Gloria Moure, ‘Untimely Remarks (on Public Space)’, in 
Jan Debbaut, Monique Verlhurst, Pieternel Vermoortel 
(eds.), Out of the Studio: A Symposium on Art and Public 
Space, Hasselt: Z33 Art Centre, 2007

Sydney
http://www.sydneyolympicpark.com.au/whats_on/
arts_and_culture
Dr Carol Scott, ‘Museums and the Olympic Games: The 
Sydney Experience’ (conference paper), for ‘Museums 
as Tourist Destinations’, British Museum, London, 10 
December, 2007
Beatriz Garcia, ‘Sydney 2000’, in John R. Gold and 
Margaret M. Gold (eds.), Olympic Cities: City Agendas, 
Planning and World Games, 1896-2016, Routledge, 2011, 
pp. 287-314
Susan Best, ‘Public Art in the Olympic City’, Architecture 
Australia, 2000, pp. 80-85

Vancouver
http://vancouver.ca/commsvcs/cultural/publicart/2010/
index.htm
http://www.vanartgallery.bc.ca/the_exhibitions/
exhibit_cue.html 
http://www.vanartgallery.bc.ca/the_exhibitions/
exhibit_michael_lin.html
http://www.vectorialvancouver.net/home.html
http://www.public-art-directory.com/international-
artists-awarded-major-commissions-for-city-s-olympic-
and-paralympic-public-art-program_city-97.html

Turin
http://www.comune.torino.it/artecultura/luciartista/

General
http://www.culturalolympics.org.uk/
Margaret M. Gold and George Revill, ‘The Cultural 
Olympiads: Reviving the Panegyris’, in John R. Gold and 
Margaret M. Gold (eds.), Olympic Cities: City Agendas, 
Planning and World Games, 1896-2016, Routledge, 2011, 
pp. 80-107
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London 2012

The Cultural Olympiad
http://www.london2012.com/cultural-olympiad

London 2012 Festival
http://festival.london2012.com/

A Room for London
http://www.living-architecture.co.uk/the-houses/
aroomforlondon/background/

CREATE
http://createlondon.org/
 

Other useful further reading on commissioning models 
and practice

Åse Løvgren and Karolin Tampere (eds.), Art as 
Protagonist?, part of the exhibition project Common 
Lands, Bjørvika Utvikling AS, 2009

Lynn Froggett, Robert Little, Alastair Roy, Leah Whitaker, 
(research team), New Model Arts Institutions and 
Public Engagement, Research Study: Headline Findings, 
University of Central Lancashire, 2011

Claire Doherty and Paul O’Neill (eds.), Locating the 
Producers: Durational Approaches to Public Art, Antennae 
Valiz, 2011

Other art commissioning guidance

http://artintheopen.org.uk/index.html

Jemima Montagu (ed.), Open Space: Art in the Public 
Realm in London, 1995 – 2005, Arts Council England and 
Central London Partnership, 2007

For a list of ODA documents, see appendix i.
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