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Temporary use of space in urbanism can be roughly described 

as the reallocation of unused or underutilized space, which 

can act as a catalyst to enliven and rehabilitate cities and 

neighborhoods. Once a bottom-up, do-it-yourself strategy for 

the creative reappropriation of urban space, temporary use 

projects are increasingly integrated into many modern top-

down urban planning and design initiatives. This capstone 

project has developed into its final form from initial research 

conducted on my study abroad program in Berlin, a city ripe 

with a vast history of temporary space, creative-use projects. 

Berlin has the policy backing, real estate availability, and, 

perhaps most importantly, the culture that supports and 

encourages interim use projects — But would replication of 

such a project in my home city of Seattle yield the same 

results? Using research on temporary use spaces, event 

production, and global case-study comparisons, I created my 

own temporary use project: a one-day ArtWalk event in 

Seattle’s Ballard neighborhood that temporarily activates a 

place and provides a stage for some of the community’s 

cultural assets. The event itself aims to encapsulate the 

sentiments of creativity and community-building in Seattle 

and to act as a framework for future projects, while also 

personally informing me about space acquisition, event 

planning, and funding procurement.  The results of my work 

are summarized in a written report that describes my 

research findings, production methodology, and the results of 

a comparative analysis of the policy, real estate, and cultural 

differences between Berlin and Seattle that may have made 

for a more obstructed event process in our local context. 

 

This written report will act in conjunction to the one-day 

ArtWalk event that I produced — a personal venture into the 

concepts of temporary use, creating a place for the 

community to come together in an underutilized space and 

providing a stage for Seattle’s creative cultural assets.  The 

event aimed to act as a vessel for community building and a 

space of creativity for those in the city to showcase their work, 

especially as the city at-large becomes evermore inaccessible 

to them. This report provides a comprehensive account that 

describes my research findings, production methodology, and 
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the results of a comparative analysis of the policy, real estate, 

and cultural differences between Berlin and Seattle that 

made for a more obstructed event process in our local 

context. 

‘Temporary urbanism’ and ‘pop-up’ city spaces have been a 

major part of the urban planning conversation in recent 

decades. They have been touted as a way to revitalize cities, 

especially in more downtrodden areas or in places with high 

numbers of vacant or underused places within the city. While 

living in Berlin on my Autumn 2017 study abroad, we were 

prompted to work through an independent study project. I 

explored a planning idea often referred to under the German 

word ‘Zwischennutzung’ — a term translating to ‘interim use 

space.’ Berlin is a city wrought with a history of individuals and 

small actors having a true influence on the creative identity 

that it holds through often guerrilla acquisition of unused or 

underutilized space. 

In Berlin, but also in modern planning circles worldwide, 

creative outlets in temporary use spaces are seen as a way to 

not only ‘reinvigorate’ the area they are in. They also serve to 

provide benefits to their stakeholders (the users, the property 

owners, and the surrounding neighborhood ) and the city at 1

large, but to also provide a low-barrier entry for smaller actors 

to enter the scene and as the spaces to act as an experiment 

or prototype where urban design can play out on a small scale 

with low risk and ease of reversal (Miller 5). 

The accessibility of these spaces galvanized a powerful culture 

for creativity that is seen in arguably no other metropolis in 

the world. The city is brimming with a tangible creative spirit 

that I got to experience firsthand in my three months of living 

there. I found temporary use sites at every corner and each 

local I met could list off at least a dozen temporary use 

projects to look into, ranging from DIY skateparks, squats in 

abandoned hospitals, flea markets, nomadic clubs, galleries in 

old banks and houses. The list goes on. 

I saw the community come together to collaborate on these 

projects. There was a sense of stewardship and responsibility 

in the spaces, and they were met with an overwhelmingly  

  This is a matter of contention within the realm of ‘temporary’ or ‘interim’ use spaces, as the neighborhood often sees gentrification, which may drive out the individuals/small groups 1

of users that generated the neighborhood change out of the very neighborhoods that they helped create (See: Colomb, 2012, 133)
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positive response as Berlin lovingly embraced the endeavors 

of these temporary spaces and their users.  

 

These spaces were, by far, my biggest takeaway from living in 

the city and this infatuation with temporary use projects in 

this city was accentuated by working through the 

‘Zwischennutzung’ project over the course of the quarter. I 

continuously wondered how this could translate this to a 

project in Seattle, a city famed for its heated real estate 

market and, thus, one with limited un- or underutilized 

spaces. 

Now, ‘guerilla’ reclamation of vacant spaces is not something I 

could realistically reproduce in a senior project for legal 

reasons, but the concept of repurposing vacant or 

underutilized space for the community is something that I 

could tangibly reproduce within the production of my 

capstone project, so, within the bounds of legality, I did just 

that. 

 

 

Temporary uses and pop-up of urban space have essentially 

existed in various forms for as long as urban space has. The 

construct that culture and creativity act as a means for urban 

regeneration has been around for centuries , and 

governmental support of the arts for urban cultural 

development. This has been happening with or without 

academic acknowledgment of the issues, as it could be 

argued that it is in human nature to use or reallocate available 

space for personal endeavors. 

Most of the literature and policy work first appeared in 

European cities. Here, intermittent studies and literature were 

written from the 1950s on, which played disparate roles in 

influencing and identifying the temporary space/creative city 

ideas of the time. By the late 1980s and early 1990s, places 

such as the UK and Berlin began policy proposals advocating 

the potential of artists for rehabilitation of ‘unproductive’ 

space (Zagami 4).  After a major upswing of literature in the 

late 1990s and early 2000s, the idea took a new form as it 
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came into the greater conversation of using temporary space 

and the ‘creative city’ agenda as a means for planning tools 

and marketing strategies on a significantly larger scale. 

Nearly all of the modern text temporary and interim use space 

have cited an early 2000’s EU-funded program investigating 

the potential of interim use spaces as a beneficial motivator of 

urban development. This program was done in conjunction 

with the Technical University of Berlin’s ‘Studio Urban Catalyst’ 

group (SUC) and it laid out action-development models and 

planning tools for urban designs through research done on 

temporary spaces in Berlin, Helsinki, Amsterdam, Vienna, and 

Naples. The publication of the Studio Urban Catalyst 

handbook in 2003 sparks a shift in the dialogue surrounding 

the matter of interim space use. The concept became widely 

used in planning and economic methodology and quickly 

spread through many urban planning circles and cities all 

over the world from Berlin to Detroit. 

The Studio Urban Catalyst study described temporary or 

interim use spaces as areas that have been marked by a 

period of a lapse between a space’s previous use and the start 

of a new development project and claimed that with these 

informal, transient spaces comes a flexibility that acts as a 

motivator to inspire creativity and innovative activity in the 

area. From this comes a variety of spaces, from startup 

companies, nightlife, art gallery and studios, music venues, 

nomadic clubs, informal trade environments, and many more 

types of places arising from this relative freedom of costless 

space (15) . This lack of financial burden provides ‘financially 

weak players the opportunity to grow in a protected but 

unsubsidized environment and become active participants in 

the shaping of their city,’ with little to no investment into real 

estate, thus fostering a climate for respective personal, 

community, or economic growth (3). As is the vast variety of 

uses that come alongside temporary use, the users 

themselves are also found to be extremely varied. The study 

identifies potential users, or ‘informal actors,’ of the spaces as 

entrepreneurs, startup business, migrants, system refugees, 

dropouts, and part-time activists with different decisions 

when choosing the spaces for their projects (10).  

Shortly after publication of the Studio Urban Catalyst 

handbook, Richard Florida comes out with his collection of 

essays titled Cities and the Creative Class, in which he argues 

that creativity is the driving force for the economy and that, 
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essentially, cultural input equates to greater social and 

economic outputs. He coins the idea of the ‘creative class,’ in 

which economic growth is not generated by material, but 

rather creatives. This work ultimately serves as an impetus, 

alongside the Studio Urban Catalyst handbook, for 

development and revitalization programs worldwide. Since 

this landmark SUC study, much of the literature produced 

took to defining and categorizing uses of temporary space (i.e. 

Sheridan, de Sola-Morales, Groth & Corijn,)  — they dissected 

the different users, the potential locations, and what purposes 

that these places hold.  

The social, cultural, and small-scale economic (‘micro-

entrepreneurs’ or ‘culturepreneurs’) successes of these 

temporary spaces are often seen as a commodity from which 

investors, property developers, and even the public sector can 

benefit from (Lange). The spaces which are occupied by 

temporary users often sold to the public as ‘subcultural 

capital,’ which drives in new tenants and businesses to an area 

and often drives out the very ‘tenants’ it values (Thornton). The 

‘creative city’ agenda, as noted by  Claire Colomb in her report 

Pushing the Urban Frontier, is an undeniably, widely 

referenced concept in planning literature. It’s been seen as 

cities began to appropriate creative entrepreneurs as a means 

for city marketing strategies and economic growth. She 

discusses the exploitation of longer-term temporary users in 

creative marketing and the potentials for these individuals to 

get pushed out of the places that they helped create as the 

areas become more attractive. This turns out to be one of the 

most outstanding counterarguments to an otherwise 

glorified planning method. I would like to consider these 

implications as I move forward with my event and be wary 

about this when choosing a space.  

In recent decades, there have also been countless 

publications produced by academics and the general public 

on the subject, and it has been folded into the fabric of many 

city’s planning measures on a global scale. Hundreds, if not 

thousands, of pieces of literature have been produced on this 

subject and all of the variants (pop-ups, DIY urbanism, 

‘craftivism’, tactical urbanism, temporary use space, etc.) that 

fall under its umbrella. For each, though, there is a 

relationship between individuals and the reclamation of the 

urban environment. The ‘trend’ of temporary use has hit its 

stride with print information, government, and public 

participation and awareness higher than ever before. This has 
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come with some counterarguments to what was otherwise 

hailed as the method for solving many economic and cultural 

issues of urbanism. More recently, there has been a 

production of literature on the resulting gentrification aspects 

resulting in temporary, culture-improving neighborhood 

projects, as well as a greater understanding of the 

commodification that might not be the original intention of 

the users. 

Although literature has helped to spark interest in temporary 

use projects and analyze the concepts through an academic 

lens, temporary use projects have traditionally been projects 

of do-it-yourself acquisition and not leaned on academia or 

governmental intervention to dictate these projects. Berlin is 

often seen as the global epitome of these temporary use 

spaces, and its variety of projects are ones that acted as initial 

inspirations in conducting my own event. 

I would like to briefly introduce some of the various temporary 

use projects in Berlin and Seattle that inspired and informed 

my understanding of temporary use in the greater sense and 

would lend themselves to a body of knowledge in the 

production and evaluation of my project. As is the essence of 

temporary use, we will see projects of many types, aims, and  

lengths as a means to garner a more holistic understanding 

to the breadth of range that temporary use projects are 

actualized. 

 

> > > >  B E R L I N 

‘ R A W '  A R E A  
The RAW Area, or RAW-Gelände, has been occupied legally 

and illegally by temporary uses projects since it was 

abandonment by Deutsche Bahn (German Railways) in 1993.  

It is an area of spontaneous urban activity wrought with 

innovation and a DIY mindset of functionality and a derelict 

territory described as a “laboratory for examining the residual”  

(Oswald 84) and a “safe haven for sub-cultures and the 

‘temporary’” (Groth et al., 512). 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The site is home to more than forty different types of socio-

cultural projects ranging from professional to experimental,  

including a rock climbing gym, music venues, a skate park, 

flea markets, and more (514). 

Julian Jungerius. RAW-Gelände 

The period of “Critical Reconstruction” had largely ignored the  

urban renovations in this part of the former East and in its 

disuse spurred informal and illegal occupation and activities 

(Zagami 11).  

Anna Harenz 

 

By 1998, the site was utilized by many ‘urban pioneers’ for the 

independent art scene with the intent of forming a 

community of free space for cultural or social projects from  

users attracted to “the atmosphere of secret and 

enchantment” (Groth, et al. 513). 
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P R I N Z E S S I N N E N G Ä R T E N  

Marco Clausen 

Starting in the summer of 2009, the non-profit company 

“Nomadisch Grün“ (Nomadic Green) took out a lease on a site 

in Berlin/Kreuzberg in order to create a mobile urban farm. 

The site lies on 6,000 sq. meters of once-fallow land that sat 

vacant for more than sixty years before its current use.  

 

The site acts as both a functional organic urban garden and 

an educational vessel for the community to better understand 

issues of mass food production, consumption patterns, 

human relationships with the environment, and communal 

use of urban space. Everything is designed to be mobile and 

planted in old milk packs, rice bags, and reused, plastic 

containers.   

   Ana Lisa Alperovich - Berlin´s Prinzessinnengarten 

�9

CA S E  STU D I E S  -  B E R L I N



 

T E M P E L H O F  P A R K  

Tempelhofer Feld was a former Nazi airport, closed in 2008 

due to future plans to open a joint airport outside of the city. 

Through years-long activist squatting efforts against the 

area’s privatization and capitalistic development, it was 

reopened as a then temporary park, renamed Tempelhof 

Park. A continued activist effort, specifically a 2014 

Referendum effort has maintained that the government-

owned, cherished Robert Aehnelt public space remains for future development, although this is 

contentious as the Berlin real estate market grows. “The 

outcome was considered emblematic of Berlin, where the 

right to public space triumphed over profit-focused 

development”  (Parsloe 36). 

This land is larger than New York City’s Central Park, and locals 

use this vast amount of land to fly kites, have barbecues and 

picnics, bike, rollerskate, sunbathe, and grow community 

gardens. Over the years, the space has seen squatted 

exhibitions and events in the abandoned hangars. These 

hangars are now being used as temporary housing for the 

influx of refugees in recent years. Interestingly enough, this is 

a temporary use project within a temporary use project. 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T H E  H A U S  

Artwork by Dr Molrok, courtesy of The Haus 

The Haus is an abandoned five-story bank in Berlin that 

temporarily held the world of 165 street artists from seventeen 

countries. The site was to be demolished in a few short 

months to make way for an apartment building in the area. 

The site fell into disuse over the years and the ‘Die Dixons' 

collective came together to activate the space until it was 

slated for demolition. There was often a two hour wait to get 

into the space turning its short-term tenancy of just a few 

months. It was soon after demolished (Lindsay).    

Joern Reiners from Die Dixons told a local Berlin news source 

that, "What we have here is the space to realize their vision... 

while not having to think about the business of it all like 

entrance fees, but really just concentrating on the art - to 

experiencing it and to making it an experience," a sentiment 

that spoke to the most gritty, DIY aspects that temporary use 

space can provide for artists (Rausch et al.). This project 

reflected much of what I wanted to do, in temporarily taking 

over a space for creatives and opening it up to the community 

without inhibitive costs.  

THE HAUS/Creators 
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S E A T T L E  < < < < 

S M A S H  P U T T  
Self-described as a “miniature golf apocalypse,” Smash Putt 

has been utilizing vacant Seattle spaces since 2009 until its 

final run in 2017. It found annual homes in former a candy 

Lindsey Wasson/The Seattle Times 

 

Lindsey Wasson/The Seattle Times 

 

factory, Immigration and Naturalization Service building, 

Mexican restaurant, an industrial building behind a post office 

around the city, and more. There were a total of ten iterations 

of this project, seven of which were in Seattle, with its aim to 

unify concepts of games, play, art, and engineering.  

It ran for roughly a few months each year, with venues and 

length of runs sporadic and determined by the spaces 

available to them (Kiley).  
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P U N K  R O C K  F L E A  M A R K E T  

This community market was held twice yearly in Seattle 

hosting hundred vendors from the region into the interim use 

spaces to  sell goods “ made, purchased or stolen” of all types, 

including arts, music, jewelry, clothing, zines, and so much 

more.  

 

Alex Garland/CHS 

The ‘Punk Rock’ in Punk Rock Flea Market speaks towards an 

inclusive, DIY spirit without many regulations and criteria for 

entry. This spirit was one I also looked to as a model in moving 

forward with my own project. 
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L O V E C I T Y L O V E  

Royal Drycleaners - LoveCityLove 

LOVECITYLOVE is a creative collective which reoccupies 

buildings for creative projects that are slated for 

redevelopment around the Seattle core. During its five 

activation events so far, it has been the host to live music, 

spoken word poetry, art Installations, and design spaces. 

 

The aim is to create space in Seattle that are all-ages and 

accessible to artists of all mediums. Founder Lucien 

Pellegrin’s kickoff event was not permitted, but was surprised  

at its huge success. "It's what the people were craving,” he 

said, “It is a collaboration with development. It is a 

collaboration with gentrification” (Macz). I’ve personally 

attended quite a few of these events and they have arguably 

been the most influential in deciding the project that I 

wanted to take on for my own endeavor into temporary use. 

They fell supportive, inclusive, creative, and resourceful. They 

feel like they are filling a need that is not often met in Seattle.  

Seth Halleran 
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S T O R E F R O N T S  P R O G R A M  
The Storef ronts program in Seattle aims to actives 

communities and neighborhood space by acting as a 

matchmaking service between local artists and un- or 

underutilized commercial space’s window displays. The 

program began in 2010 in the historic Pioneer Square and 

Chinatown-International districts as a means to mitigate 

growth in the increasing vacant storefronts in the area that 

was a result of the economic downturn in the neighborhoods.   

Hayley Young 

 

Andrew Pogue Photography 

The program, run through the Shunpike nonprofit, aimed to 

“provide temporary, rent-free display spaces for local artists, 

revitalize blank windows and empty storefronts, and ensure 

foot traffic, attention, and maintenance to these buildings” 

and have since expanded to the greater Seattle area. Since 

their formation, they have provided a mutually-beneficial 

space for almost 200 artists (“Storefronts”). 
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When it came time to produce my own temporary use 

event, I first needed to identify the scope of my project. After 

the evaluation of extensive case-study review and an ever-

expanding body of literature of the subject of temporary use 

in all of the variants that fall under its umbrella (pop-ups, DIY 

urbanism, ‘craftivism’, tactical urbanism, and more) I needed 

to distinguish a few important elements that I wanted my 

own temporary use projects to incorporate.  

This included: what type of event I wanted to produce, how 

long that event would occur, how much funding that I could 

procure, and the location of the event. This guided the first 

portion of my project and acted as the framework for the 

initial stages of the event.  

 

 PROJECT GUIDELINES  
 PRELIMINARY CONCEPTION 

E V E N T  T Y P E  
After significant consideration of different event types ranging 

from movie screenings to art installations, I settled on finding 

a space that could host an art gallery. Many of the precedents 

that I looked into hosted spaces for artists — some of the most 

financially-limited, smaller actors within a city. Moreso, many 

of the most personally meaningful temporary use spaces that 

I’ve gone to have been gallery spaces with multiple artists, live 

music, and a DIY aesthetic. This became the vision for my own 

event as I moved forward with the project 

E V E N T  L E N G T H  
‘Temporary use’ in its very essence, begs the question: Just 

how temporary is temporary? Bishop and Williams determine 
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that temporary use spaces not to be “based on the nature of 

the use…but rather the intention of the user” (5).  These 

projects run the gamut from a few hours to a few years, but 

what type of bandwidth and financial backing could I feasibly 

acquire and how does that dictate the scope of my project? 

As the sole production manager of the project, that 

bandwidth was  

sparse. My limited event production experience led me to 

decide on a small-scale event — a pop-up gallery that was one  

night only. This would minimize production input, reducing 

onsite time and funding requirements. This would 

presumably increase the likelihood of procuring an event 

space in a vacant building without contracting longer-term 

space rental. The idea here was that developers and real 

estate agents would be more likely to provide the space for 

one evening, foregoing fees and the sense that the event 

would disrupt offers from permanent, contracted tenants.  

E V E N T  F U N D I N G  
My initial funding plan was to get small grants through the 

CEP Individual Support Grant with other expenditures 

covered through donations. This would keep any out-of-

pocket costs down while keeping the DIY-sensibilities alive. 

Any money procured would go towards small decorations and 

event utilities as they arose, but I was not willing to put money 

towards space rental, as this was outside of my budgetary 

capabilities. 

 

E V E N T  L O C A T I O N  
Location of the event was influenced by the other factors 

listed above. I had to keep in mind the nature of the project — 

a one day gallery space with little to no external funding. I 

wanted to keep the project local, which meant the event 

should take place within Seattle city limits, as to best activate 

my own community. With these guidelines came the most 

tribulatory portion of the project: Finding a space.  
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P R O J E C T  

I M P L E M E N T A T I O N  

Through all of my personal networks, I reached out for 

potential use of spaces. I called real estate developers and 

framed my project as a capstone project of a University of 

Washington student holding a one night, temporary use, 

gallery space. I noted that it was a hands-on endeavor into 

temporary use projects, as well as a mean to activate vacant 

spaces and provide a stage for local artists and the 

community to come together within this space in the  interim 

while their space remained unused.  

I went in with no experience, no team support, and no 

funding — each of which making temporary use projects 

incrementally more successful.  After cold-calling commercial 

real estate developers with vacant spaces and exhausting my 

personal networks, I reworked my approach after getting an 

internship position at the Ballard Alliance, the Business 

Improvement Area (BIA) and former Chamber of Commerce 

in the Ballard neighborhood. This opened up doors for both a 

project mentor, Devin Reynolds, and project support in 

networking, experience, and funding. Reaching out to 

developers as a ‘nobody’ University student was garnering no 

traction, but I had countless resources available to me by 

going through the Alliance.  

These resources came with the caveat that the project must 

be within the boundary area of the BIA and the event would 

be Ballard Alliance sponsored — but with sponsorship, meant 

stipulations. This decreased project boundaries significantly 

from “Seattle City Limits” to the “Ballard Improvement Area,”  

abating the availability of vacant commercial real estate 

through simple mathematics, but also, conversely, expanded 

my opportunities tenfold (Appendix D).  

I was connected with a commercial real estate agent, Roger 

Lorenze, who worked for months to help me ascertain a space 

in the area by speaking directly with vacant commercial space 

owners. As a commercial real estate agent, he has a 

particularly valuable perspective on Seattle’s vacant spaces 

and with a vested interest in the arts, he took it upon himself 
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to help champion the project, scouring databases, reaching 

out to owners, providing insight into aspects of the project I 

otherwise would have overseen. One of these aspects was the 

matter of insurance. Even with developer support for such a 

small one-day-only event, perspective owners would ask for 

the event to be insured to assure the maintenance of the 

space and safeguard other potential liabilities. This was just 

another facet of the project that the Ballard Alliance could 

provide beyond the scope of what I would have had access to 

individually. 

 

  

R E T H I N K  |  R E F R A M E  
  

The project in its essence had to juggle a few key components 

simultaneously. I had to secure artists well enough in advance 

to give them enough lead time, while also trying to acquire a 

venue — a venue with the inherent capriciousness of 

temporary use spaces compounded with the limitations of 

Seattle’s real estate market. With both in mind, the best 

practice seemed to be deciding an event date as to give 

artists a tangible date as mark their availability and to give 

prospective venues a tangible date to decide if their space will 

be available for me at that time. I chose a May 12, 2018 event 

date, the night of that month’s Ballard ArtWalk, with the 

thinking that it would be the most relevant evening for a 

gallery space and could amass the most attendees. This date 

would also give me a just enough time to successfully, plan, 

curate, and implement the event, but was not too far out that 

vacant spaces would likely be filled with new tenants.  

After a few months of active outreach, I garnered a few 

promising leads with developer interest and many more 

rejections. Agents and space owners were often interested in 

the concept of the project, but simply couldn’t provide the 

space in lieu of holding out for a long-term tenant, with 

average space turnover in the area of only a month or two, 

unsurprisingly in Seattle’s heated real estate market.  Some 

venues I received no response from. Some venues declined 

outright. One potential venue was in the midst of a remodel. 

Roger Lorenze framed the proposal as a way to both activate 

the space, draw in the local community, and garner attention 

to the space before the start date of the new development 

project — these reasons mirror the longstanding arguments 

for the benefits of temporary use spaces. 
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 One of the most promising leads came about through a local 

networking opportunity. The venue a large commercial space 

below an apartment building, who owned the space, with the 

site having gone unused for four years. The building manager 

pushed for the project as a way to activate the space and 

mark it as a community event for the residents in the building 

itself, but, unfortunately, corporate higher-ups froze event 

progress and we had to halt proceedings.  

I had chosen a date and had procured confirmation from five 

visual artists and a live band, but with the date fast 

approaching and no luck with finding a vacant space in the 

Ballard area, I had to rework the project away from my initial 

envisioning. Even with the support and resources that I had, it 

was not possible within my time frame to have the event in a 

vacant indoor space — I had to rework the nature of the event 

if I wanted to make it happen.  

With commitments to make the event happen in Ballard on 

May 12 with the artists and band that I had locked down, I 

needed to reframe the nature of the event. Perhaps our real 

estate market does not have the flexibility that makes 

temporary use projects accessible. Perhaps I hadn’t followed 

the networking avenues or didn’t have the funding 

capabilities to make my vision happen. Whatever the case, the 

certainty that temporary space activation can be a benefit to 

artists and to the community had to hold true when 

reworking my event. When I was in Berlin, the temporary use 

projects that I attended had held up the creatives of the city 

and all held a definitive nature — an unwavering sense of 

community that brought people together and activated 

space that was otherwise unused.   

While not my original vision, I needed to manifest those 

sensibilities in my event. I opted to hold the event in Bergen 

Place Park, a central event in the heart of the Ballard ArtWalk. 

This could activate an otherwise underused urban space while 

being central enough to aggregate foot traffic make the focus 

of the event on uplifting and highlighting the artists and 

getting them as much exposure as possible, while 

participating and fostering community in bringing people 

into a temporary space. 
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Initially, my vision put weight into the space itself, nestled 

neatly in the concepts of urban planning, real estate, and 

space activation with the successive benefits of temporary 

use in the provision of space to support local creatives and 

cultivation of community.  

This new event certainly fit the criteria of ‘temporary space 

activation,’ but its lifeblood was the support of artists and the 

fostering of community. An inadvertent aspect of the event 

rework, but a powerful one nonetheless. I had the 

responsibility to put the event on despite it not working out as 

I had originally intended and, despite disappointment, the 

event was a success. 

 

 

 

F I N A L  I M P L E M E N T A T I O N  +   

F U N D I N G  

LOCATION:   

BERGEN PLACE PARK - 5420 22ND AVE NW,  

SEATTLE, WA 98107 

�21

I M P L E M E N T A T I O N  -  F I N A L



This space is at the intersection of NW Market Street, Leary 

Avenue NW, and 22nd Avenue NW in Seattle’s Ballard 

neighborhood.  It is a centrally located plaza with benching, a 

Norwegian heritage mural, and sculptural aspects lining the 

periphery. Despite its location, the park’s limited design 

doesn’t allow for users to access the space for much more 

than a passerby rest stop and is often a spot for campers and 

other houseless individuals — on average, the park remains 

relatively empty. It fit the criteria for event locale, as it is within 

the Ballard Improvement Area, and is centralized within the 

ArtWalk area, providing opportunity for 

more walk-up attendees.  

The site allowed for the five artists to each 

have a 10’x10’ tented area to display their 

work and well as another 10’x10’ area for 

the live band to perform, as visualized 

above. With the new event site being 

outdoors, preventative action to account 

for Seattle’s unpredictable weather was 

taken and tents were rented to cover the 

areas of the event.  

A park permit, with amplified sound permission, needed to be 

secured to hold the event at the park (Appendix A) A Park Use 

Application was filed with the City and granted a few weeks 

later. This was another step in implementation that ran more 

smoothly because I could be underwritten through the 

Ballard Alliance.  

 

Logistically, the reworked outdoor event no longer had the 

amenity of wall space for artists to hang and display their 
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work. A team of volunteers collected found wooden pallets 

from the local neighborhood, repurposing them to build 

pallet walls that could be used to display the artists’ work. 

  

F U N D I N G  
Securing funding for this event became a crucial step in event 

production. Despite every intention to keep costs as low as 

possible, putting on an event of quality inevitably accrues 

funding responsibilities. Costs continued to accumulate as 

production continued - everything from lighting, labor, 

extension cords, permitting fees, and tent rental came at a 

cost. Even the discarded pallets, an inherently found and free 

resource, had an associated cost in construction materials. 

Sponsorship through the Ballard Alliance gave the project the 

financial support to take it to a new level. They supported the 

event as both a personal endeavor and a project to bolster 

community development.  

To offset costs for the Alliance, I applied for one of Seattle’s 

Neighborhood Matching Fund (NMF) grants: 

“The Neighborhood Matching Fund (NMF) program was 

created in 1988 to provide matching dollars for neighborhood 

improvement, organizing, or projects that are developed and 

implemented by community members. Core to the fund is 

the community match, which requires awardees to match 
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their award with contributions f rom the community 

(volunteer time, donated materials, donated professional 

services or cash).” 

With the Ballard Alliance acting as my Fiscal Sponsor, a 

requirement for the NMF grant, I was approved for the event 

the sum of $1940 (Appendix D). The grant required financial 

matching of donations, materials, and volunteer time, which 

were all accounted for in detail throughout event 

implementation. Although the Alliance would have covered 

all event costs in full, the grant money provided a funding 

boost to make the event perform to its full potential. 

The money went towards tent rental, including their set up 

and take down, string lighting of the tents, paying the band 

for two sets during the event period, wall construction 

materials, and permitting fees, as well as reimbursing the 

Alliance for labor done during working hours.  

G A T H E R I N G  P A R T I C I P A N T S  
To put on this community event required the community 

itself. This project became my baby, and with that came the “it  

takes a village” mentality. I couldn’t conceivably put on this 

event by myself, and accessed my personal and professional 

networks to actualize it. Social media outreach and asking 

friends were the most successful practices in gathering 

participants. Overall, eighteen volunteers were involved 

throughout the process.  Those volunteers were needed to 

flush out construction plans and build walls. Day-of volunteers 

were needed to set up and tear down the event — a frenzy in 

the most communal sense.  

Artists were procured through cold outreach through social 

media and their personal websites. Those that eventually 

agreed did so under the context that the project was a 

venture into temporary use and the venue was unsecured. A 

few dropped out upon hearing that the event would be 

outdoors. The live band, The Whags, were found through their 

Facebook page and were offered $200 to perform two sets 

over the course of the evening. 
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E V E N T  P H O T O S  

The final event showcased four visual artists and one live 

band. It’s central location within the ArtWalk boundary and 

the draw of free, outdoor music proved to enticed ArtWalk 

visitors and passerbys, bringing in quite a crowd. We 

estimated roughly 200-300 attendees throughout the 

evening. 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E V E N T  R E F L E C T I O N  

Feedback was overwhelmingly positive from the community. 

Ballard Alliance staff and Board members that came out for 

the evening were quick to comment on the success of the 

event. Personally, it did feel successful. The technical 

production aspects and stressors of organizing an event of 

this scale, with all of the tribulations and stumbling blocks up 

until that point diminished that night.  

I settled in, surrounded by art, music, and community in its 

truest sense — my own communities coming out for support 

as well as the Ballard community at-large.  It was a success 

and worth every bit of effort involved if only for that personal 

pride and fulfillment of that night.   

Despite the event not being in the venue type that I originally 

intended, I did hit each of the four key components that I set 

out for: 

+   TEMPORARY 

+   ACTIVATE UNDERUTILIZED SPACE 

+   BUILD COMMUNITY 

+   SUPPORT LOCAL CREATIVES 

Ultimately, I accomplished each of these. It was a one night 

only, temporary event that activated space in the 

underutilized plaza at Bergen Place. It brought together the 

communities and provided a stage for local artists. It was not 

the event I envisioned, but that didn’t mean that it wasn’t 

successful. More so, I gained personal experience by building 

my personal networks and providing practical contact with 

event production, city grant funding, and permitting 

techniques.  
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B E R L I N  +  S E A T T L E :   

C I T Y  C O M P A R I S I O N  
 

Even the initial stages of my project, I knew that replication in 

Seattle would prove difficult. It is part of the dialogue of the 

city, commiserating about rent increases or ‘who is to blame’ 

for the current state of this city’s highly competitive real estate 

market.  With everything that I knew about why temporary 

use projects in Berlin were successful and even hypothetical 

considerations of putting on such a project in a city like 

Seattle, I knew I would face at least a few obstacles. I still 

assumed that it would pan out as I imagined, taking on an 

unused vacant commercial space and turning it into that 

temporary gallery space that I had initially envisioned. But 

despite my best efforts, that vision was not even fully realized 

and, with such, begs the questions:   

Why do these projects flourish in a city such as Berlin and 

why are they so difficult to enact  in Seattle?  

Simply, I argue that Berlin has the policy backing, real estate 

availability, and, perhaps most importantly, the culture that 

supports and encourages interim use projects. It’s historically 

high vacancies spurred creative temporary reuse of these 

spaces. With its successes, it became part of the culture of the 

city and would be folded into Berlin’s governmental policies 

and agendas.   

 

 >  >  >  >   B  E  R  L  I  N  

B E R L I N ’ S  H I S T O R Y  O F  P L A N N I N G ,  

P O L I T I C S ,  A N D  E C O N O M Y  A S  A  C A T A LY S T  

F O R  E X C E S S  V A C A N C I E S  

Much of the temporary use in Berlin, historically, has 

blossomed from the tribulation of city segregation during the 

Cold War period.  The Berlin Wall’s physical separation of the 
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city ushered in two separate planning methods. West Berlin 

was densely developed as it was within a confined ‘island’ 

area within the city, with no room to sprawl development 

during these decades.  Alternatively, East had quite an open 

layout. Its planners focused on developing only certain areas 

within its half of the city, leaving many neighborhoods 

neglected to development projects (Miller 5). 

With the fall of the Wall in 1989 and a reunification in the 

works for Germany, the Kritische Rekonstruktion (Critical 

Reconstruction) of Berlin was started and thus began a move 

towards a more cohesive urban landscape between the newly 

unified sides (Zagami 9). The lack of development in many 

areas on the once Eastern side and the dilapidation and 

disinterest in the maintenance of previously built structures, 

as well as intentional planning practices in both the West and 

East (e.g. the Modernist planning principle which advocated 

for large open spaces between buildings) left the city with a 

notable amount of ‘voids’ of vacant space (Colcomb 133). In 

fact, at the time of the Wall’s collapse, there were 25,000 

empty dwellings in East Berlin (Sheridan 103).  

To further exacerbate the issue, the problem of ‘indeterminate 

ownership’ arose during this period as the land in East Berlin 

was returned to the private sector. The properties owned by 

Jewish people who had either fled or were forcibly removed 

from their home were left abandoned and these tracts of land 

lay suspended in this ambiguity. Focused reconstruction 

efforts of the Berlin-Mitte area and decidedly neglected 

rejuvenation ventures in other areas of town, such as the RAW 

territory’s Friedrichshain-Kreuzberg district and the 

subsequent economic decline and high unemployment rates 

of the 1990s saw a delayed collapse in Berlin and further 

propelled land and vacant space problems for the city 

(Zagami 6). 

C U L T U R E  O F  T E M P O R A R Y  U S E  +  T H E  

C R E A T I V E  C I T Y  A G E N D A  

All of this excess of unused space acted as a playground for 

those types of self-generated activities. Here we see the 

countercultural, radical social movements finding their way 

out of their West Berlin confines and into the seemingly 

limitless potential of this vacant space that was so abundant 

in the new, unified Berlin. Techno hit its stride during this 
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period in the 1990’s and those within the scene used the 

vacant spaces to host their clubs and parties (Colcomb 135). 

These buildings acted as anything from squats, theaters, 

circuses, even dog training facilities. Occupied vacant spaces 

in Berlin held all of these temporary, transient activities and 

the limitations of what could become of the were only in the 

“means and imagination of the occupier” (Sheridan 103). 

These temporary spaces were largely ignored by local urban 

policy measures and the formalized development sectors left 

them out of the rhetoric of urban place debates and 

operations which allowed for the continuation of these 

temporary space networks to gain traction and become part 

of the fabric of the underground and the city itself (Zagami 9).   

The publication of the Studio Urban Catalyst handbook in 

2003 sparked a shift in the dialogue surrounding the matter of 

interim space use. The concept becomes widely used in 

planning and economic methodology and this is when the 

term Zwischennutzung is introduced into the lexicon of 

German planners. The perception continues to transition into 

the Berlin planning conversation as marketing campaigns to 

revamp the image of Berlin, hailing it as a “creative city” and 

actively campaigned the new image (Colcomb 142).  

The government also awarded subsidies for ‘temporary use 

ideas’ to users with what they deemed as creative ideas (140). 

This move, at face value, showed active support of the 

concept. They understood the values of these areas through 

its “economic potency and real estate value, rather than the 

contribution of potential for real estate value, rather than the 

contribution of established residents of the area” (Zagami 13). 

Those with economic interests both in government and in the 

investment world began taking notice of its potential as a 

marketing tactic, lauding temporary use and its vibrant, 

alternative nature and considering it a form of social capital 

that was ripe for commodification, a move that turned 

existing subcultures into no more than brands (Porter 10).  

The Berlin Senate’s support of vacant space and temporary 

space is backed by three reasons: “the (free) maintenance of 

public property and the avoidance of decay and vandalism; 

their contribution to economic development; and their 

contribution to social objectives through the creation of new, 

publicly accessible open spaces at little or no costs for the 

public purse” (Colcomb 140, SenStadt 22). Moreso, the 

economic factors act as central motivators in the mobilization 

of these spaces and the ‘creative agenda’ of the Berlin 
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government. The temporary spaces create jobs, import new, 

international labor forces and businesses, become tourist 

attractions, and the (often small) amount of money they gain 

from the space users makes this an issue held in high regards 

for the city. 

E X A M P L E  O F  C U L T U R E  A N D  P O L I C Y  

B A C K I N G  —  ‘ R A W ’  A R E A  

Let’s look back at the ‘RAW’ Area case study. This site acts as a 

notable example of these concepts. Here, we can see an 

underutilized space being overtaken by creative users, the 

subsequent backing f rom the community, and then 

governmental support of its use through land use approval 

and funding of the project.  

Users of the RAW-Tempel area tenants originally squatted 

within the units. Soon after, the RAW-Tempel organization 

formulated temporary lease agreements with the then-

property owner, EIM.  The Cultural Office of Friedrichshain 

signed on as the intermediate tenant and then let the RAW-

Tempel tenants pay a low, ‘symbolic’ rent to the city” (Groth, et 

al. 514). 

The RAW-site is considered “the second most important 

public/community space” in the neighborhood and that “50% 

of the local community are on familiar terms with at least one 

of the temporary uses on the RAW-site and feel they serve a 

real purpose for the community.”  The diversity of uses of the 

area also attempt in matching the needs of the 

neighborhood, and 90% of the 65 RAW-Tempel projects offer 

community services (Zagami 9).  

Ultimately, post-reunification, a city in the throes of its own 

urban transitions, high vacancy and the indeterminate and 

temporary use of place historically as a means to take back 

the city and spurred its identity as a creative city, ultimately 

upping its small-scale economies and socio-cultural value.  

After the concept of temporary use first came into the urban 

planning world and hailed its potential benefits, Berlin began 

to enact these methods in its own city and started rolling out 

PR campaigns as a ‘destination’ and a ‘creative city’ 

appropriated the spaces for the gain of the city itself in job 
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creation, tourism, and financial stimulus at expense of the 

sites to which they created.  

Each of these are ingrained into the fabric of policy work and 

pervasive cultural backings that make these temporary use 

spaces rather successful. Projects such as  Prinzessinnenarten 

and Tempelhof Park have both faced closure and a return to 

commercial development projects, but both remained open 

as the government bends to mass public protest of their 

closure.  While the sites may be illegal, they are considered of 

cultural and economic value and, thus, supported.  

While vacant real estate in Berlin has become more difficult to 

come by in the last few years, their vacancy rates have 

plummeted as they try to grapple with the roughly 40,000 

new residents per year heading into the city. Although 

vacancy is low, I would argue that the city’s history and 

cultural support of temporary use project are maintained.  

 

>  >  >  >  S  E  A  T  T  L  E   

Seattle is no stranger to population increase and a growth 

rate of roughly 20,000 per year. More inclusive statistics on  

population increases and vacancy rates within both of the 

cities metropolitan core and their relationship to median 

income and real estate pricing is outside of the scope of this 

project, but, undoubtedly, both cities are seeing massive 

growth, lower than ever vacancies, and amplification of 

development. However, Berlin’s temporary use projects persist 

and even Seattle’s most long-lasting projects  continue to 

close their doors. 

Seattle maintains that it too is a creative city. With decades of 

influence on the world’s music scene and artistic output, this 

is not entirely untrue. While Berlin is still deemed as the 

‘Creative Capital of the World’, Seattleites internally get 

pushed out of the city due to rent hikes. Venues and gallery 

spaces get shut down. Vacant commercial spaces and 

industrial buildings become few and far between. 

Seattle use projects such as Smash Putt, Punk Rock Flea 

Market, and the Storefronts Program have either succumb to 
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the market and ended their runs,  or have faced a drastic 

downturn in availability and developer interest to offer these 

spaces. 

This is not to say that these projects are not still around, still 

supported by the community, and still backed by the city on 

some level. Seattle’s LoveCityLove project has successfully 

activated five spaces in the city and has just kicked off a two-

year lease in the old Artificial Limb Co. building in the Capitol 

Hill neighborhood. Their activations act as art galleries, live 

music venues, yoga centers, and more — they are growing, 

where similar projects are shrinking (MacKinnon).    

Seattle does offer grant funding to creative projects and 

developers and property owners do offer up vacancies, the 

overwhelming attitude is one that backs creative use on 

paper, but in action fails to prioritize it as a need within the 

city.   

Certainly, we would find similar sentiments from local 

creatives in Berlin that would staunchly that they are also 

being pushed out. I can simply state that, from firsthand 

account, Berlin has maintained that relationship with 

creativity and temporary use, while Seattle is losing that fight.  

It is the decades of deeply-rooted reallocation of urban space 

and the pervasive reputation of Berlin as a creative global hub 

that makes the city one that has a better relationship to 

temporary, creative use. Seattle developers often hold out for 

quick turnover of space or deny the use of space for fear of 

liability. The cultural incentive to offer these spaces is simply 

not there and the illegal acquisition of space has little 

precedents of success.  

 

 C O N C L U S I O N  

I’d like to reiterate once more that these projects to exist in 

Seattle. Although seemingly more difficult to produce in 

Seattle than it might be in Berlin, it is certainly not an 

impossible endeavor. 
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My project had limitations in funding, length, and personnel 

support that influenced its success. My greatest local 

inspiration was that of Seattle’s LoveCityLove activations, but 

I’ve come to find that they, not unlike similar projects in the 

city, operate with a full projection staff and with the purchase 

of month- to multiple-year-long leases on the spaces.  

I was looking for a space for free or extremely low cost for just 

one night, as temporary as temporary use gets. I had 

assumed that with along the way, the heart of the project as a 

means to draw attention to the space and support the city 

arts would be enough to garner success. Perhaps the risk-

reward factor for owners was not there. They did not want to 

promise a space to me that they hoped to turn over as quickly 

as possible. They did not want to offer me a space in fear of 

liability, despite being underwritten by the Ballard Alliance 

Insurance. Maybe, too, they did not want to offer me the space 

because the culture, precedents, and social pressure simply 

do not call for them to do so without monetary gain. 

Retrospectively, I must make note of my personal biases 

involved in this comparison. Unequivocally, these projects are 

more pervasive in Berlin, but I only have experience in the 

production of such a process in Seattle that handhold my vast 

knowledge of real estate issues and social controversies of this 

city. I don’t have the firsthand experience or the cultural 

framework to evaluate how easy (or not easy) the production 

of the same project would be in Berlin. 

In August 2018, I am moving to Berlin. I would like to take the 

process and production knowledge that I’ve gained and try 

and participate/implement temporary use projects in the city 

while I’m there. This in itself could amplify my understanding 

of the conceptual whole of temporary use, but could also 

prove to satiate the desires I have to successful build 

community in spaces of underuse.  

I have come out of this process having wet my feet into this 

world. In the process, also building my personal networks and 

experience in event production, city grant funding, and 

permitt ing techniques as wel l as deepening my 

understanding of local policy and cultural relationship to 

urban space.  
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http://www.shunpike.org/programs-services/storefronts/
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MEMORANDUM 

 

 
 

600 4th Avenue, 4th Floor |  PO Box 94649, Seattle WA 98124-4649 
(206) 684-0464 

www.seattle.gov/neighborhoods 
 

 

DATE: April 18, 2018 
 

TO: Caitlyn Shea 
Art in the Park 
 

CC: Mike Stewart 
Ballard Alliance 
 

FROM: Karen Selander, NMF Project Manager 
 

RE: O18017:  Art in the Park 
 

 

Congratulations! The Neighborhood Matching Fund Program supports your community project with 
an award of $1,940! We believe Art in the Park supports our founding principle that city and 
community partnerships strengthen Seattle.  
 
Your NMF award is contingent upon your organization agreeing to the award conditions below 
and entering an agreement with the Department of Neighborhoods. Please note, the funds cannot 
be spent or committed to any project expenses until the agreement is fully executed.  
 
Award Conditions 

• Secure Commercial General Liability insurance naming the City of Seattle as an 
additionally insured party. Provide copy of insurance coverage. 

• Ensure NMF Program is recognized as a funder in outreach materials, press releases, 
news stories and project related activities. 

 
To move forward with contracting this project, please complete the following responsibilities by 
April 25, 2018: 
o Review the Agreement 
o Sign the Agreement Signature Pages for your Organization and Fiscal Sponsor Organization.  

o Electronic signatures may be used for the Agreement Signature Pages.  
o Submit Signed Documents by logging into Webgrants at 

http://webgrants.seattle.gov/index.do 
o Select My Grants 
o Click on your Project Title 
o Select Correspondence; Click Add 
o Complete the Email Form; Attach Signed Agreement Signature Page (s) and W-9 Form 
o Click Send 

 

A P P E N D I X



 

Thank you to everyone that helped me with this project, including: 

The talented artists: The Whags, Yvonne Chan, Tim Madden, Tori Shao, and Steph Shao  

My incredible volunteers: James Cooper, Alex Clark, Adam Witzel, Tony Pai, Po Hu, Carolina Vinado, Rachel Moore, 

Laura Esparza, Jillian Kauffman, Selina Urena, Kelly Reynolds, Kurt Blomdahl, Bryce, Nathan Engham and family, 

Max Genereaux, Alby, Anndrea Dohring, and more! 

Thank you Ballard Alliance for supporting this and helping to make this more incredible than I could have 

dreamed!  Thank you to the City of Seattle, specifically Karen Selander, for providing me with the Neighborhood 

Matching Fund’s Small Sparks Grant to make this project successful. 

Thank you, Mike Stewart, for hiring this college kid, putting your faith in me, and for helping throughout and the 

most hearty of thanks to my friend, boss, and unreasonably supportive senior project mentor, Devin Reynolds.   

I quite literally could not have made this what it was without your help. 
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