


     
 
Aylesbury Vale Public Art Toolkit 

 

Who is this toolkit for? 

 

This toolkit can be used by anyone involved with making public art projects 

happen, however it has been developed to be specifically relevant to 

people commissioning art within a local authority context.  

 

What is public art? 

Public art has long been a feature of the public spaces across our towns and 
cities, with sculptures, paintings and murals often recalling historical characters 
or commemorating important events.  
 
Today, public art and artists are increasingly being placed at the centre of 
regeneration schemes as developers and local authorities recognise the benefits 
of integrating artworks into such programmes.  
 
Public art can include a variety of artistic approaches whereby artists or 
craftspeople work within the public realm in urban, rural or natural environments. 
Good public art seeks to integrate the creative skills of artists into the processes 
that shape the environments we live in. 
 
 

 
 
I see what you mean (2008), Lawrence Argent, University of Denver, USA 
For the Gentle Wind Doth Move Silently, Invisibly, (2006), Brian Tolle, Clevland, USA 
Spiral, Rick Kirby, (2004), South Woodham Ferres, Essex 
Animikii - Flies the Thunder, Anne Allardyce, (1992), Thunder Bay, Canada 

 

 



     
 
Types of Public Art approaches 

 
When thinking about future public art projects it is important to consider the full 
range of artistic approaches that could be used in a particular site, public art can 
be permanent or temporary; the following categories summarise popular 
approaches to public art.  
 
 
Sculpture 
 
Sculptural works are not solely about creating a precious piece of art but creating 
a piece which extends the sculpture into the wider landscape linking it with the 
environment and focussing attention on what is already there. Sculptural works 
should respond specifically to the site in which they are situated and create a 
talking point or even a distraction.  
 
As with all works, sculptures should have a well prepared programme in place for 
maintenance and adoption.  
 

 
Mea Culpa, Robert Bryce Muir, Grizedale Forest. 
Buoys (2007), Ally Wallace, Royal Alexandra Children's Hospital, Brighton. 

Wang, Sculptural interactive sphere with audio initiated by viewers, 

eed (2002), Andrew McKeown, Salford 

Axis, Robert Kilvington, Vale Park, Aylesbury 
Comma (2007), Po Shu 
Texas Tech University. 
S
 
 

andmark L
 
Landmark artworks should seek to identify and articulate routes, create focal 
points and aid orientation. These criteria do not necessarily need to be achieved 
through huge ‘objet d’art’; alternatively colour and lighting could be used.  
Landmarks, as memorable and distinctive pieces should stand out, but also 
omplement their surroundings. c

 
 
 



     
 

ternal artworks 

allowing more precious or delicate materials and techniques to be 
mployed.  

 of coloured glass works which can be integrated, wall based or 
ee standing.  

emporary 

et arts and performances and can provide points of vibrancy and 
elebration.  

 

In
 
Artworks should be integrated into the interior fabric of buildings as well as the 
open spaces outside. Interior sites often provide ideal opportunities and 
interesting challenges for artists. They generally have good levels of security and 
surveillance 
e
 
Wall based pieces can help to break up large expanses of wall, providing a focus 
and canvas for a variety of artistic approaches. Tall open spaces provide the 
opportunity for banners and suspended artworks to hang – allowing very large 
pieces to be viewed internally and appreciated on a number of different levels. 
Within these atrium spaces natural light can be harnessed to remarkable affect 
through the use
fr
 
 
T
 
A temporary programme can involve exhibitions, hoardings work, and education 
projects. It can also involve digital works, multimedia works, sound pieces, 
interactive art as well as competitions. Temporary projects can also include 
festivals, stre
c

    
 
Aylesbury Roald Dahl Festival (2009) lead artist Sarah J. Worthington 
Buckingham skate park (2008) Youth Arts project led by Craig Spooner 

teractive 

g new 
novative ways to use emerging technologies and materials in their work. 

 
 
In
 
Interactive artworks provide the opportunity to directly engage with and influence 
a piece of artwork. To enter into dialogue with an artwork in this way gives a 
unique sense of ownership over the work. Artists are increasingly findin
in
 



     
 

ater  

 deemed inappropriate rills of water or shallow channels could be 
sed instead. 

 

W
 
Water works have continual interaction and create dynamic spaces with regularly 
renewed interest. They can also help to give a space a calming quality. Water 
can stretch out into a space, define a journey or highlight the use of materials. 
Utilising water creates problems which must be taken into account in terms of the 
maintenance cycle and cost of regular maintenance. Fountains can be subject to 
vandalism or misuse and can create health and safety problems. If large 
fountains were
u

   
 

Charybdis (2000), William Pye, Seaham Hall, Sunderland. 
Water Wall (1992), William Pye, Seville, Spain 
Kingsbury water feature 
Coloured cubes water feature (2003), landscape architects Gross Max, Bull Ring, Birmingham 

rban interventions 

signage or art-
esigned waymarkers integrated into the surface of pavements. 

 

 

U
 
Through incorporation into functional items, for example lighting, pedestrian 
railings and access ramps, public art can form a valuable tool in responding to 
the requirements of an area. Artist-designed seating, bollards, bins and bicycle 
racks can be considered as a chance to give an area quality and help build a 
unique sense of character. Lighting can also be used in this way. Recycled 
materials should be used when possible. Public art can also help people find 
their way around urban environments by providing creative 
d

   
 
State of Rock (1997), Benjamin Zephaniah, Hackney Community College, London 

ymarkers (2005), Elizabeth Turrell & Imi Maufe, National Cycle Network Route 24 

ch, Wales. 
acks, Whitehaven 

Coastline (2006) Simon Hutchens, artist-designed bicycle racks, Workington. 
Fish pavement (1992), Gordon Young, wayfinding markers integrated into paving scheme, Hull. 
Cycle Sign Wa
Bath - Frome 
Harlech Bench (2003), Tim Norris, Harle
Fish Design Cycle R



     
 

nvironmental 

rials; solar powered lighting schemes should also be 
onsidered where possible. 

 brighten up buildings and trees or improve 
afety in alleyways and car parks. 

 

E
 
With all public art projects, it is important to identify opportunities to use 
reclaimed and recycled mate
c
 

Lighting 

Colourful lighting can be used to
s

   
 
Plats Alfta (2002), Torbjörn Johansson, specially designed and integrated
Vägverket, Sweden. 

 traffic system, 

 USA. 

rities, 80 

rynmawr recycled street lighting (proposal) (2004), David Watson, Isle of Wight. 

ensory Artworks 

 to be touched; works such as this 
ould also incorporate Braille interpretation. 

ulti Agency Projects  

 and models of 
ese schemes can be obtained from info@artpointtrust.org.uk  

Wishful Thinking (2006), Dick Lutin, Fountain Square, Indianapolis,
Example of creative tree lighting 
Light at the end of the tunnel (2004), Raphael Daden, Andover. 
Wavelength (2006), Rob and Nick Carter, movement activated sculpture, Land Secu
Victoria Street, London. 
B
 

S
 
By their very nature, public artworks provide a range of opportunities for 
interaction by members of the public and create a valuable opportunity to 
promote sensory awareness. Examples include sculptural or wall-based works 
that are designed as tactile objects that are
c
 
 
M
 
In some cases it is appropriate to involve artists in multi agency public art 
projects. These can focus around particular local problems such as 
unemployment, community concerns and poor security areas. Working with other 
agencies, such as the Police, community  and other agencies can provide wide 
reaching benefits from public art budgets. Detailed information
th
 



     
 
Some of the benefits of public art 

om the private sector  

s and providing them with opportunities  

erefore reducing vandalism 

munities 

 Providing public spaces with artistic innovation  

 

 
 Attracting investment fr

 Encouraging tourism  

 Employing local artist

 Improve wayfinding  

 Humanising public spaces 

 Creating distinct environments  

 Encouraging a sense of ownership and th

 Encouraging people to use open spaces 

 Bringing people together and strengthening com

 

oastline (2006) Simon Hutchens, artist-designed bicycle racks, Workington. 
 
C
 
 
 
 
 



     
 
The Commissioning Process 

t is important to first identify the project 

s, 
 a public art consultant. 

to the methods which can be employed to 
undertake the commission. 

 
hen initiating any public art project iW

aims and develop a clear project plan.  
 
It is essential that a project is overseen by a steering or management group. This 

roup could comprise of council officers, artists, community representativeg
developers, funders and public arts specialists such as
 
During the initial stages of a project, it is important to:  
 

‐ Be clear about the aims of the commission and the outcomes 
‐ Consult widely with all those who will be affected by it 
‐ Establish the ownership of the site and whether planning permission will 

be required 
‐ Adopt a flexible approach 

 
 
The Role of the Artists 
 
Many artists possess a range of skills in addition to their immediate artistic 
talents and this is something that should be considered when developing a public 
rt project. Every artist needs to understand exactly what is expected oa f them so 

ocal 
chool or developing temporary interventions as part of a research process.  

 

it is important to clearly establish their role at the outset of the project.  
 
The role of the artist might include running community workshops, undertaking 
onsultation, being part of a design team, undertaking a residency at a lc

s

  
 
Stuart McLellen (2008) workshop with Aylesbury Youth Action 



     
 
The Role of the Commissioning Agency / Project Manager 
 
Careful management of a public art programme should be done by an arts 
agency or creative consultant. An arts agency with a track record of initiating and 
implementing public art projects will be able to provide substantial knowledge of 
contemporary practice in public art. They will have specialist experience in 
contractual, technical and financial project management, a good understanding 
of procurement mechanisms within major redevelopment projects, and will 
provide a project with dedicated professionals with practical knowledge of the 
complex considerations which surround the commissioning process. Other 

sponsibilities of a project manager or agency might include: 

ing maintenance, insurance and ownership issues  

 health and safety and risk assessment issues  

ch and preparation issues  
- Advising on decommissioning  

r, 
any projects follow a similar course which might include the following stages: 

ing group set-up, with careful consideration as to the 

, incorporating initial consultation  

nsultancy 
s received and shortlisted 

scheme 

ops 

igns and approval 
nstallation 

re
 

- Setting selection criteria  
- Drawing up and negotiating the artist’s contract  
- Setting up and oversee
- Recruitment of artists  
- Managing permissions and reporting procedures  
- Managing technical,
- PR and marketing  
- Community and stakeholder consultation  
- Installation including site resear

 
They will also be well placed to advise on funding opportunities and be able to 
oversee partnerships between artists, architects, developers, councils and 
community groups. It is important to recognise that each project will have specific 
requirements and factors which influence the commissioning process. Howeve
m
 

- Project steer
composition 

- Project Manager appointed 
- Additional consultation if necessary  
- Artists’ briefs defined
- Definition of budget 
- Call for artists  and / or longlist selection by co
- Artists’ submission
- Artist interviews 
- Mentee artists attached to the 
- Artist develops initial designs 
- Community engagement worksh
- Education programme initiated 
- Consultation / feedback initial designs 
- Development of detailed des
- Fabrication and i
- Launch event 
- Evaluation and documentation 



     
 
Working with a Lead Artist 
 
The creative overview of the project may come from the combination of the 
selection of a creative agency working with the steering group or the addition of a 

ead Artist.  

ber of public art 
rojects are planned in one geographic area or redevelopment. 

g new 
pportunities for artistic intervention or potential issues with existing plans. 

 

L
 
The ‘Lead Artist’ approach is particularly suitable where a num
p
 
A Lead Artist could be recruited to be involved both conceptually and practically 
in the interpretation and development of a project. By being brought in at the 
earliest stage possible, an artist or creative agency’s skills, experience and 
creative concepts will provide a project with fresh insight while identifyin
o

 
 
Bruce Williams (2008) consultant artist North Swindon Schools Project 

orking with External Project Managers 

ailable to devote to project management and the scale of 
e project at hand.  

 
 
W
 
Although projects vary considerably, as a rule, project management is likely to 
cost around 10% of the public art budget. Whether a project manager is needed 
or not depends on the experience and skills available within your local authority, 
the time you have av
th
 
 
 
 



     
 

he Consultation Process 

dependent expert. Every project will require a different consultation 
pproach 

ful to retain links with local people and stakeholders after initial 
onsultation.  

fully at the aims behind involving the community; consider whether the 
im is to: 

esign and making of work 

project 

- Inform the public of the progress of the project and gain informal feedback 

 will live with it 
hould inform the development and direction of the commission. 

 

T
 
New public art projects should involve a process of public consultation and the 
responsibility for this should be set out at the outset of the project; consultation 
may be the responsibility of the local authority, the artist, the art consultant or 
another in
a
 
It is often help
c
 
Look care
a
 

- Engage the public directly in the development of the idea for the project 
- Involve the public in developing the concept, d
- Develop workshops linked to the commission 
- Involve the public in identifying the artist for the 
- Involve the public in developing the artist brief  
- Consult the public regarding concept designs from shortlisted artists 

 
Some form of consultation should always take place as part of a public art 
project. A commission should not be developed in isolation from the community 
where it will be placed. The location itself and the people who
s

 
 

Jan Neidojadlo (2009) prototype Podule at Stoke Mandeville Hospital 

 



     
 

esults of Consultation 

ip and understanding of the project  

 
ltation and community involvement 

- An increased sense that the community can have a say in its future 

ng 
tage. The best briefs are clear and informative without being too prescriptive. 

n Artist’s brief should include: 

 plans, drawings etc 

tations  

anagement role  

unity participation and who will be 

e shortlisting and interview process and dates 

ibility  

ification of ownership of work  

ioning policy  

R
 

- An increased sense of ownersh
- A sense of pride in the project 
- An increased awareness/appreciation of the locality and local arts activity 
- Increased opportunity for future consu
- Opportunities to develop local skills  

 
 
Developing the Brief 

A clear and concise artist’s brief is essential. The brief will be developed at the 
start of the project as the aims, budget and timescale of the commission are 
clarified by the local authority and project team. It will be used to guide the artist’s 
response to the commission, and then will used again during the contracti
s
 
A
 

 Aims of the commission  

 Project background, context, maps,

 Project restrictions and limi

 Description of artist's role  

 Details of the commissioner / project team and their m

 Description of site, photographs and characteristics  

 Detail on the expected degree of comm

responsible for managing this process  

 Timetable, including key dates and deadlines  

 Detail on th

 Budget  

 Planning permissions information 

 Maintenance and durability requirement, including respons

 Copyright position and clar

 Documentation required 

 Mentoring requirement  

 Evaluation required  

 Decommiss



     
 

ourcing artists 

 find suitable artists: 

authorities to enquire about their experience of working 

sites of other initiatives and developments 

- Go to see exhibitions, galleries, sculpture parks, trails and artists' studios  
 

 

ight at the end of the tunnel (2004), Raphael Daden, Andover. 

Competition: inviting artists to submit applications in response to a 

- om which a limited 

-  work for a site, or participate in the 
design process, or act as lead artist.  

valuation 

 that 
e aspirations of stake holders can be analysed as the project progresses. 

eed for evaluation and begin a dialogue with the people 
volved in the project. 

S
 
To
  

- Consult artist registers and online resources such as Axis  
- Work with a public art consultant to identify suitable artists 
- Contact other local 

with certain artists 
- Examine case studies and web

which match your aspirations  
- Undertake site visits to similar developments 

L

 

Ways of selecting artists: 

- Open 
brief  
Limited Competition: compiling a selected short list fr
number of artists can be invited to work up proposals  
Direct Invitation to an artist to propose

 
 
E
 
The evaluation of a project should be considered at the start of a project so
th
 
A series of questions should be developed to be asked at the beginning of a 
project to identify the n
in
 



     
 

he Benefits of Evaluation  

es a framework in which objectives are set in relation to specified 

d 
effective use 

 you modify strategies and policies throughout the lifetime of a 

- u to record of the outcome and impacts of a project in a 

-  provides feedback for people working on the project 

 clear evidence that is understandable to someone from outside the 
roject. 

 

T
 

- It provid
targets 

- It allows progress towards the achievement of objectives to be monitore
- It gives funders assurance that investment is being put to 
- It allows you to reflect upon and improve project delivery 
- It helps

project 
It enables yo
credible way 
It
 

A good evaluation engages stakeholders in the issues which matter to them and 
provides
p

  

ondon. 
reat Western Street Enamel Panels (2009) Laura Boswell 

ontracting 

partment and, in collaboration 
ith them, ensure you have an understanding of: 

commissioner need to do to make the project happen 

 
Starslide, Liliane Lijn (2008), Evelina Children’s Hospital in L
G
 
 
C
 
When developing contracts consult you legal de
w
 

- What is required to achieve a legally enforceable and binding contract  
- What  the artist and 
- Negotiating skills 



     
 
Legally enforceable and binding contracts 

 be absolutely clear what they intend, what has been agreed, and 
hat has not.  

any court to be satisfied that a deal was 
ctually struck and what its terms were. 

formation on UK law in relation to contracting artists please refer to Appendix A. 

 

rchid Vale School, Tim Norris (2008), Swindon.  

 
In the case of artists and their clients, it is important at the outset of potential 
commercial discussions for both to appreciate that their conversations and 
behaviour may well result in a legally enforceable and binding deal being made 
and for them to
w
 
Good practice suggests that all discussions and eventual agreements on a 
project are committed to writing, not to make the deal legally enforceable, but to 
avoid any confusion, misunderstanding, faulty memories, dishonourable changes 
of approach and, if necessary, to assist 
a
 
A public art consultant will be able to help you with contracting artists. For further 
in
 
 

 
O
 
 
 
 
 
 
 



     
 

he Budget 

unds are 
vailable and clarify where they are coming from. Key questions might include: 

f the construction costs? 

udget for artworks be enlarged by infrastructure or construction 

and artists’ expenses? 
- Is there enough to pay artists the correct amount? 

hen developing the public art budget it is important to consider the following: 

mmissioning process  

unity programme  
lations  

s Selection panel fees and expenses  

- Transport and insurance of artists’ proposals  

ommission costs may include: 

or’s) fees and expenses  

tallation  

nsultants (lawyer, quantity surveyor, architect, 
gineer)  

mme  
nd evaluation  

tions  
bsite  

oing running costs and maintenance  

T
 
Funding for public art can come from a variety of sources with projects often involving a 
mix of funds from the public and private sector. All projects in public spaces are costly, it 
is therefore important at the outset to set realistic budgets, establish what f
a
 

- What will the budget cover? 
- Is the budget a percentage o
- Is the budget ‘ring-fenced’?  
- Are there conditions or time limits related to expenditure?  
- Can the b

budgets? 
- Are there other sources of additional income?  
- How does it compare with similar scale artworks? 
- Does the budget cover design development as well as realisation? 
- Is there enough in the budget to cover design fees 

 
W
 

- Organisational costs  
- Writing an Art Plan or Public Art Strategy  
- Managing the competition and the co
- Managing the consultation process  
- Arranging exhibitions or presentations  
- Running education and comm
- Publicity and public re
- Competition costs 
- Artists’ design fees and expense
- Exhibition of artists’ proposals  

 
C
 

- Artists’ (and any collaborat
- Materials and fabrication  
- Transport and ins
- Building costs 
- Sub-contractor’s costs  
- Insurance and permissions  
- Fees to other experts and co

landscape architect, en
- Consultation process  
- Education and community progra
- Documentation a
- Contingency  
- Publicity and public rela
- Catalogue or we
- Opening event  
- Ong



     
 

unding 

r arts projects within the public realm can come from a range of sources 
cluding:  

re levy 

s 
- Funding bodies (see below) 

e 
ources have been successfully used contact your regional public arts agency or visit: 

.org.uk  
ww.ixia-info.com  

unding Bodies 

ust or foundation, find out who you need to talk to and talk through your idea with them.  

for the project. Possible funding bodies that you could 
onsider approaching include: 

tion 

nkian Foundation 

ve Foundation 

- The Clore Duffield Foundation 

arketing Plan 

re 
ufficient time is allowed to deal with promotion properly. Factors to consider include: 

ork for publicity material  

spapers, television and radio) 

 

F
 
Funding fo
in
 

- Section 106 monies 
- Community infrastructu
- Planning guidelines 
- Private donations or bequest

 
For information on the sources listed above and for examples of projects where thes
s
 
www.publicartonline
w
 
F
 
Council Arts Officers or regional arts consultants should be able to help you when it 
comes to making applications for grants. Also consider applying to the Arts Council or a 
tr
 
If filling out an application form always read through the guidance notes. Draft your 
answers first, answer the question and check the deadline for the application. An arts 
consultant will be well placed to help you with this process and can advise you regarding 
suitable funding opportunities 
c
 

- Paul Hamlyn Founda
- Esmee Fairbairn 
- Calouste Gulbe
- Awards for All 
- Foyle Foundation 
- The Wilfrid & Constance Ca
- J A Clark Charitable Trust 

 
M
 
Effective promotion is vital to the success of a public art project or temporary event, 
whether the target audience is local, tourists or a combination. There are a number of 
important tasks that need to be considered early in the planning process to ensu
s
 

- Drawing up an advertising plan 
- Obtaining artw
- Invitations 
- Media (new
- Printing 
- Documentation



     
 

ealth and Safety 

 with. 
peak to an arts consultant to identify any key risks associated with your project.  

ossible Arts Consultants and Useful Resources 
 

Ixia    www.ixia.org.uk   

H
 
When working in the community you need to be aware of many key issues and 
responsibilities to protect the safety and wellbeing of the people you are working
S
 
 
P

- Artpoint Trust   www.artpointtrust.org.uk 
- 
 
 

Case Study 1 

xis, Robert Kilvington, Vale Park, Aylesbury 

formal garden 
nd the swimming pool. It is a focal point at the centre of the park. 

l form of the 
culpture was confirmed. 

. It is 8m in height 
nd 3m in diameter. 

ut possible 
culptures for Vale Park.  

elebration of the new millennium. 

 
A
 
This piece, commissioned by Aylesbury Vale Arts Council, arose from the 
development of the Aqua Vale Swimming and Fitness Centre (opened in 2001), 
creating an opportunity for a landmark sculpture. The piece is intended to work 
as a gateway at the junction in Vale Park between the Victorian 
a
 
Artist Robert Kilvington was selected by a steering group and his initial designs 
presented as models and drawings. Prior
the work of a variety of artists from 
across the country. Consultation 
followed regarding form, material size 
and site, before the fina

 to this the steering group considered 

s
 
The piece is made from 12 intersecting 
stainless steel tubes
a
 
At the start of the commission, Robert 
spent four days working with pupils at 
Ashmead Combined School, in a project 
organised by Aylesbury Vale District 
Council. Robert and the children 
explored ideas abo
s
 
The sculpture was created as a lasting 
c
 
 
 



     
 
Case Study 2 

othshadowmovie, Louise Short 

en the chance to join in a selection of 
ynamic outdoor community workshops.  

lishing a relationship between the 
urrounding environment and the community. 

 

 
M
 
This was a temporary artwork created at a one off event held at Aylesbury 
Riverside Walk. The temporary projection had a related schools environmental 
education project where children were giv
d
 
This environmentally orientated project, which was led by Louise Short in 
collaboration with Artpoint, aimed at re-estab
s

   
 
Case Study 3 

rtist Designed Railings, Buckingham Street Residential Development 

tthew Fedden and Bryant Fedden collaborated on 

 

 

 
A
 
These automated gates and railings were commissioned by Aylesbury Vale 
District Council with David Wilson Homes as a way of integrating artists’ designs 
into the urban arena. Artists Ma
the development of the work.  

 
 
 
 
 
 
 
 
 
 

 



     
 
Local Public Art Projects in Aylesbury 
 
 
Audience, Stuart McLellan 
 
Aylesbury Youth Action, where ask to come up with an art project for the 
hoardings around the Aylesbury Waterside Theatre building site. A group of 10 
young people, supported by local artist Stuart McLellan, devised the concept for 
the artwork, entitled Audience. Around 120 other young people where recruited 
to help create the mural. Funding was obtained from the Youth Opportunities 
Fund.  
 
The mural, which is 40 metres long and nearly two-and-a-half metres tall, depicts 
an audience based on local people that the young artists know and includes 
historical figures and a few celebrities from the world of entertainment. 
 
 
 

 
 



     
 
 
Aylesbury Transport Hub, Laura Boswell 

Buckinghamshire Council with support from Aylesbury Vale District Council Arts 
Development employed local artist Laura Boswell. To create an artwork capturing 
the rural landscape of Aylesbury Vale as part of the improvements to the bus 
station underpass. Measuring 170 metres long and 4.8 metres tall the artwork is 
the largest piece of original enamel work in Europe and covers both sides of the 
underpass.  

The project is part of the Aylesbury public transport hub improvements by 
Buckinghamshire County Council, which have also included the new Bourge 
Walk Bridge. 
  

  
 
 
The Golden Swan, The Old Town Hall Aylesbury 
 
The swan is the bird of Buckingham and appears on the local flag. The swan was 
a badge of the ancient family of De Bohn and of the Giffards who were the Earls 
of Buckingham. The Golden Swan is made from Gilded metal in the 18th 
Century. 
 

 
 
 
 
 
 
 
 



     
 
John Hampden Statue, Henry C Fehr, Aylesbury Town Centre 
 
This bronze statue is a listed Grade II and depicts John Hampden. Aylesbury 
town is in close proximity to Great Hampden, home of John Hampden and this 
has made Hampden a local hero: his silhouette is on the emblem used by 
Aylesbury Vale District Council and his statue stands prominently in the town 
centre. 
 

 
 
 
The Lions, A. Duresne, Market Square Aylesbury 
 
The two lion statues in Market Square are both couchant, one is asleep and one 
is awake with its mouth open. The statues are grade II listed and were brought 
from the ground of Waddesdon Manor in 1888. 
 



     
 
Appendix A: Further Information  
 
Contracting Artists 
 
In the UK, legally enforceable and binding contracts can be created without the 
need for lawyers or documents. UK law allows for people to make legally 
enforceable and binding contracts in their own ways, without dictating how they 
should do so. In most cases an agreement will be legally enforceable and binding 
if there is sufficient evidence that a commercial offer was actually made and 
accepted. 
 
Every public art project is unique involving a range of priorities and needs 
associated with the artists, consultants, clients and owners involved. There is 
therefore no set methodology for contracting artists and no template on which all 
contracts can be based. However, there are basic points which should always be 
considered and discussed during negotiations. These are often divided into five 
negotiation phases as follows:  
 
 
Origination and fee 
 

- What original designs/models the artist will produce for consideration and 
the date by which such work will be completed 

- A ‘global’ fee to be paid to the artist for carrying out the work. 
- Payment terms: how many stages the fees will be paid in. Often one third 

of the fee is paid before the artist starts work (a commitment by the 
commissioner, which is usually for the design stages); one third when the 
artist has passed the final design stage and has initiated fabrication; and a 
final third on completion of the design. 

 
Fabrication, fees and costs 
 

- Fabrication materials, and their suitability for the commission 
- Completion date  
- Fabrication fee and related costs (whether the artist or commissioner will 

pay for the materials and labour) 
 
Installation, fees and costs 
 

- Method and manner of delivery of the completed work 
- Installation timescale 
- Site access 
- Site preparation  
- Installation processes, techniques, equipment, risks, and health and safety  
- Site landscaping after installation 
- Signage (acknowledgment of the artist, and/or commissioner)  



     
 

- Costs and responsibility for delivery, installation, landscaping, signage and 
relevant insurance  

- Installation fees (if appropriate) for the artist and/or external contractors  
- Method and manner of payment of costs and any fees.  

 
Maintenance, fees and costs 
 

- Method and manner recommended by the artist for maintaining the work 
- Frequency of health, safety and deterioration surveys; and responsibility 

for this  
- Maintenance instruction prepared by the artist  
- Arrangements for the artist being  consulted when maintenance or 

renovation is required (if applicable) 
- Responsibilities of the owners of the site and/or owners of the work  
- Responsibility for costs of maintenance  
- Payment of maintenance and/or consultancy fees to the artist (if 

applicable) 
- Public liability insurance and payment of premiums.  

 
 
Ownership, copyright and moral rights 
 

- The artist (even though they do not own the site) 
- The commissioner (even though they do not own the site)  
- The site-owner (even though they have not paid for the work or its 

installation)  
- The financial sponsor (even though they do not own the site)  
- Other parties. 
 
 

For further information please contact  
 
Dan Clucas  
Arts Development Manager  
Aylesbury Vale District Council  
Tel: 01296 585206  
Email: dclucas@aylesburyvaledc.gov.uk 


	Aylesbury Transport Hub, Laura Boswell

