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Jananne Al-Ani, artist. As curatorial assistant at
Autograph, worked on exhibitions and
publications, including Jimmy Robert’s ‘Brown
Leatherette’, Platform, London and monograph
‘The Best of Janette Parris’ (2002). Co-curated
‘Veil’ at The New Art Gallery Walsall touring to
Bluecoat and Open Eye, Liverpool; Modern Art
Oxford and Kulturhuset, Stockholm (2003/4)
and ‘Fair Play’ at Danielle Arnaud, London
touring to Angel Row, Nottingham (2001/2).

David A Bailey, photographer, writer, curator
and lecturer. Work focuses on issues relating
to black representations in the area of
photography. Involved in setting up
Autograph: The Association of Black
Photographers in 1988 and the Institute of
International Visual Arts (inIVA) in 1994. 

Anne Bean, installation and performance
artist. Work encompasses sculpture,
projections, drawing, photography, video and
sound, using a range materials from fire and
pyrotechnics to weather balloons and wind.
Currently curating ‘Reap’, a year-long
investigation for the Café Gallery, London. 

The Centre of Attention is curated by Pierre
Coinde and Gary O’Dwyer. The Centre’s
experimental approach stems from an ongoing
enquiry into the phenomenon of art
production, presentation, consumption and
heritage-isation. www.thecentreofattention.org

Shezad Dawood, artist, London. Practice
involves subverting systems of value and
culture, through notions of authorship,
authenticity and collaboration. Contexts
include cinema, architecture and theatre, and
curatorial practice. Exhibitions at Tate Modern,
Whitechapel Gallery and South London
Gallery, and projects in Australia, Austria,
Germany, India, Pakistan and Singapore.

Jeremy Deller, acts as curator, producer or
director of a projects including orchestrated
events, films and publications, which draw
attention to forms of culture on the fringes of
the mainstream or reveal hidden histories.
Current projects include ‘Folk Archive’ in
collaboration with Alan Kane.

Hannah Firth is Curator at Chapter, Cardiff
(www.chapter.org) and Co-Director for ‘May
You Live In Interesting Times’, Cardiff Festival
of Creative Technology, 28-30 October 2005
(www.mayyouliveininterestingtimes.org )

Rachel Garfield, artist and writer of critical
texts. Work explores the lived experiences of
identity, primarily using video. Has
contributed texts to Third Text and The Jewish
Quarterly. Curated ‘Radical & Modest: Work,
Leisure and the Everyday’ at the Ben Uri
Museum, currently working on the ‘Special
Relationships’ project.

Manick Govinda manages the Artists’ Advisory
service at Artsadmin, producer, facilitator for
artists’ projects, talent scout for NESTA’s
Creative Pioneers Programme, a
commissioning editor for a-n, project manager
for the decibel Investment in Artists and
Curators programme.
www.artsadmin.co.uk
www.nesta.org.uk/theacademy/home.html

Anthony Howell, former dancer with Royal
Ballet, founder/director of The Theatre of
Mistakes. Currently curator of self-financed
space The Room in Tottenham Hale, London –
events range from poetry and tango to visual
and performance art. Recent collaboration with
Genevieve Sayer on Elegy – performance art
and tango for Chisenhale Dance Space.

Louise Short, artist and Director of Station, a
former fireboat station based on Bristol’s
docks, instrumental in initiating debate and in
making opportunities for artists to realise new
works. As an artist she has exhibited widely in
Europe, the Middle East and Australia.
www.stationbristol.co.uk

Erika Tan, artist/curator, work evolves from an
interest in anthropology and moving image,
often informed by cultural, geographical or
physical contexts. Commissions and projects
with Film & Video Umbrella, Picture This, BBC
Radio London, Channel 4, ICA, RiCHMiX,
British Council, East International, Hayward
Gallery, Brighton & Hove Museum and Gallery,
Forest of Dean Sculpture Trail.

Simon Tegala works across a range of media
from drawing, photography, sculpture, film
and video and digital based artworks,
exhibiting internationally. Awarded the NESTA
fellowship in 2000, and represented the UK in
the 2003 Havana Biennial. Currently
producing major works for the The British
Museum and the Science Museum.

Gavin Wade, artist-curator, Research Fellow in
Curating, University of Central England.
Projects include: ‘Support Structure Phase 1-6’,
2003-6, with architect Celine Condorelli
(www.supportstructure.org); ‘Strategic
Questions’, 2002-2007
(www.strategicquestions.org); ‘Public
Structures’ at GuangZhou Triennial,
GuangZhou and Creek Art Centre, Shanghai,
China, Nov 2005; and ‘ArtSheffield05:
Spectator T’ (www.artsheffield.org). 

Mark Wilsher, artist, writer and curator
working on a new gallery project by Will Alsop
in Peckham Square. Curatorial work focuses on
unusual public spaces that attract non-specialist
audiences, his artworks are concerned with
decision making, improvisation and assertion.
Forthcoming projects include ‘After Art School’
London Gallery West, April/May 2006.

To mark our 25th year, we’re
producing the Future forecast
publications that focus on some of the
key issues for artists and their practice
as we move into the next decade. 

Future space (May 05), Social space (Aug
05), Curated space (Nov 05) and Outer
space (Feb 06) are about raising
questions to stimulate and focus
discussions on the pros and cons of
future support frameworks and
expectations for artists. Their aim is to
keep artists’ developing practice high
on the agenda. 

Alongside, we’re holding invited think-
tanks, involving artists, arts and
cultural professionals, educators and
others, to explore implications, and
define or propose key actions and
future directions. Findings are
published on www.a-n.co.uk for
consideration by all who are active
participants in contemporary visual
arts practice.

Curated space looks at strategies and
interventions within artist-curator
practice. Devised and conducted by
Manick Govinda, the artists’ interviews
are available in full on our website. See
www.a-n.co.uk>Publications>Future
Forecast>Curated space

We welcome contributions in response
to these issues and comments, through
the Future forecast think tanks. 
See www.a-n.co.uk>Future forecast
think tanks.

a-n readers automatically receive
Future forecast publications that
otherwise cost £5 each. Current
subscription prices are on 
www.a-n.co.uk>About a-n>Join in.

CREDITS FUTURE
FORECAST
CURATED SPACE
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The Future forecast
series of publications is
sponsored by Scottish
County Press
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For the DJ as curator – name three
headphone tracks for a slow, downhill,
cliff-side skateboard cruise?

1) Lee ‘Scratch’ Perry – Blackboard
Jungle Dub

2) Pete Rock & C L Smooth – 
The Creator

3) Sonic Youth – Goo

Response by Paul D Miller AKA DJ Spooky
That Subliminal Kid from blog de jeanpoole:
http://www.octapod.org/jeanpoole/archives/
000982.html Jan 2005.

The verb ‘to curate’ has been liberated
from the confines of the museum
collection into everyday usage. The DJ
curates, the iPod owner curates, my
selection of artists and the edited
responses that made it into the pages
of this publication can, arguably, be
called a curation. There is nothing
strange about the artist-curator hybrid.
Artists have been doing it for a long
time in all kinds of spaces, and are still
curating today in all kinds of contexts,
as the examples in this publication and
on www.a-n.co.uk illustrate. It is
liberating to know that the curator is
no longer the hallowed keeper of
collections, no longer the custodian or
guardian of art. Yet it is essential to
have a degree in art history and
desirable to have a postgraduate
qualification in museum, gallery or
curatorial studies if you want a £19k a
year job as an Assistant Curator at Tate
Modern. The custodians are still out
there, and having your work curated in
this kind of context bestows a different
kind of validation from the derelict
house or the mortgaged property in
Tottenham, North London.

I like DJ Spooky’s response. The
blogger’s question has set the context
or space by which the work should be
experienced (a downhill cliff-side) by
the audience-participant. The tempo or
atmosphere has been suggested (slow),
the method for experiencing the work
has been established (on headphones)
and the artist-curator has selected three
works in response to this site.

The contributions here suggest that
there is a dialectic going on between
external/institutional forces and artists’
work. There is also relative autonomy
from institutional and commercial
muscle – the hundreds of vibrant,
maverick, young and off-the-wall
spaces passionately run by
artists/curators are testament to this –
but bureaucracy can stifle. Crucially,
there is a strategic penetration of the
institutions by artists and progressive
curators to present works that provoke,
inspire and cut across art-form
disciplines. As Jananne Al-Ani points
out: “[the larger public galleries and
museums] can offer a much more
accessible platform for the
consumption of contemporary art by
the general public.”

However, in the main, what is missing
from the big spaces is the contact with
the artist, the maker and it is this
encounter that allows for debate,
dialogue, argument and differences to
be expressed: 

“There is nothing like a direct one-to-
one unmediated discussion between
members of the public and an artist.
Our artists are on the frontline… there
are no interpretation assistants, no
resource centres.” Louise Short

Critical rigour or indulgence? They
exist on both sides of the fence; we
need more of both and a dialogue
between the two.

Manick Govinda
a-n Commissioning Editor

INTRODUCTION

Cover curated by Gavin Wade. Includes a selection of
images created for ‘Art Sheffield 05: Spectator T’, a city-wide
contemporary art event within Sheffield’s major galleries,
project spaces, non-gallery venues and public sites, 29
October - 27 November 2005.
www.artsheffield.org

Featured works are clockwise from top:
Juneau Projects, Antler Fonts Logo, 2005. Laureana Toledo,
The Name of This Band is The Limit (logo), 2005. Designers
Republic, Beermat design, graphic for ArtSheffield05:
Spectator T flyer, 2005. Bedwyr Williams, $, 2005. 
Simon & Tom Bloor, what filthy bombastic spin, 1 of  3, 2005. 

“I have presented five diverse graphic works produced by
four artists and the exhibition designers. My curatorial
concept for ‘Spectator T’ is a character called Tony T who is
a fifteen year old kid I met in Sheffield in 2002 when I was
making a public artwork on Devonshire Green. T later
destroyed my artwork and I have written a short story
around the day this all occurred. The text is a mixture of real
events and literary adaptations presented to artists and
visitors alike as a starting point for considering the
relationship of art, site and audience, response and fiction.
Antler Fonts will be created by groups from Sheffield,
working with Juneau Projects to develop fonts, dingbats and
icons. Simon & Tom Bloor are producing a new series of
stickers using texts taken from science fiction stories by
Kurt Vonnegut. Laureana Toledo will document the
processes involved in the creation of a Sheffield songs
covers band of Musicians in Mexico called The Limit,
named after the cult club in Sheffield, shut down in 1992.
Bedwyr Williams’ beermat work has come from visits the
artist made to Sheffield twelve years ago: “The $s from what
I understood were to warn students off. I have been afraid of
being beaten up ever since.” Designers Republic’s alphabet
graphic is a take on ‘Spectator T’s’ position amongst all the
other spectators in the alphabet.” Gavin Wade
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Curator, until recently, was considered
a very separate term to artist. Artists
would put on shows, events, run
clubs, etc but it was always considered
part of an art activity. As with all
organic spontaneous open-door
happenings this was claimed,
sterilised and institutionalised, with
long lists of dos and don’ts, both overt
and hidden. Anne Bean

A remark by Marcel Duchamp has
always struck a chord with me.
Paraphrased, his view was that he
didn’t see how a painter stood to gain
much from being influenced by
another painter, since the initial
painter would have resolved most of
the issues that their work tackled,
leaving the follower with little to do. It
was for this reason that he was more
interested in the work of the author
Raymond Roussel than in the work of
any painter, since it seemed
productive to consider how one might
translate the ideas of an author into
visual concepts. I’ve experienced a
related perception, which is that I’ve
often wondered if I were a sculptor,
what sort of a sculptor I would be, and
so on. Anthony Howell

The artist-curator is an essential part
to understanding art and
contemporary culture over the last
fifty years. What we are seeing today is
the formalisation of this genre
particularly in the way that artists in
this country are invited by gallery and
funding institutions to be key advisers
and vanguards to a number of large
projects. In the 1970s and 1980s it
was a different experience for black
artists where, in order to survive, and
be seen, we had to be our own
archivist, art historians, curators 
and arts administrators. 
David A Bailey

Those of us working in the art world,
either as artists, ‘artist-curators’ or full-
time curators generally assume that
the work we are doing is innovative,
ground-breaking and original when in
reality we are all functioning within a
long established field which has
complex and highly codified modes of
operation and which is often

essentially conservative. I don’t believe
the role of the artist-curator in the
twenty-first century will be any
different to that in the twentieth-
century. I was first motivated to
organise exhibitions as a way of
gaining some control over the context
in which my work was being
presented. Jananne Al-Ani

The role of the artist-curator is to
innovate both within and outside the
gallery system and to question the
function of art. Selection processes
often present a degree of risk. Not
knowing the outcome of a process is
often a great thrill because so much is
unpredictable. Louise Short

I don’t think it is strange at all, it’s just
something that happens naturally.
There seem to be a lot of
artists/writers/critics/broadcasters
around and no-one seems to mind.
Jeremy Deller

I see my practice not as an artist-
curator but a multiplicity of practices
where my job title expands or
contracts depending on the situation. 
The roles of curating, writing, arts
consultancy, are ways in which I can
attempt to have some dialogue with or
impact upon the wider art structures
that provide the opportunities, the
framework, interpretations and
ultimately the limitations that can be
placed on my art work. 
My art practice is often a search for
context. Curating is in many ways an
extension of this, providing ways to
create contexts that I might as an artist
be interested to work with, or to allow
a diversity of decisions and
explorations through working with
other artists that I might not enjoy if
working purely on my own. It is the
‘expanded dialogue’ that underlines
my interest in working this way. 
Erika Tan

I suppose I find the idea of being an
artist-curator normal; a necessary
expanding of the responsibilities of
the creative individual. In one sense
involving curatorial systems within
your practice as an artist allows you
control over a larger terrain, which in

turn allows you to choose to lose
control within a larger terrain. I
approach working with other artists in
an organic and open manner. If I am
interested in their processes I will
approach them to find out more and
this may lead to a project together. I
see these meeting points as vital
collisions of ideas towards new
unpredictable systems and structures,
which I call art. Gavin Wade

Putting on exhibitions is exactly like
making art in that it’s about proposing
alternative models of the present and
the future. From my own position as
an artist I simply try to curate shows
with artists I respect and that I would
like to go and see myself. The world I
am creating becomes the implicit
context for my own work, although I
don’t tend to include myself in the
exhibitions, probably to the detriment
of my own visibility as an artist. 
Mark Wilsher

We don’t consider ourselves artist-
curators. We consider the Centre of
Attention’s work to be participatory
curating.
We are very much involved in the
choice, commissioning, presentation
of the work and drawing attention to
the performative aspects of all of these
processes.
‘Gonzo’ curation is about taking risks
and we put ourselves in the firing line.
We stand by our choices and hope
something is revealed about us, as
human beings.
Variety in the art world is what we
desire. We need more unique,
original, curators from all
backgrounds, and with all sorts of
ideas. This will keep the scene a little
less earnest, less parsimonious, less
didactic, less closed and conformist.
We need more courage, creativity and
confidence.
Framing possibilities and celebrating
individualism and freedom from
orthodoxy are challenges that keep us
inspired, entertained, interested and
alert. We want to re-evaluate the past,
discover new trends and give oxygen
to the significant but over-looked for
whatever reason.
Pierre Coinde

ARTIST-CURATOR: What is the role?
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As an artist I curate either to explore
relationships to my own art or to
explore ideas that are ignored by more
mainstream channels. My curatorial
practice is therefore centred on a
critique of the dominant models.
Rachel Garfield

For me it’s got to be an extension of
my practice. I don’t think you can be
serious as an artist, and operate as a
separate, ‘objective’ curator. I think the
hybrid position of artist-curator
becomes interesting to follow a line of
inquiry and tease out the interplay
between one’s own work and that of
others. Shezad Dawood

Artists communicate to one another
and read artwork in ways that are
different to the artist and curator
relationship. There is, I believe, a bond
between artists that curators have no
access to. The embrace of risk is
something that curators are often
unable or unwilling to approach. For
an artist-curator it can be the driving
impetus. It is this aspect I feel that
distinguishes the two categories and
will lead to the inevitable bifurcation of
the curatorial venture. Simon Tegala

Franko B, I feel lonely, neon, acrylic and mobile phone, installation shot and
detail, 2001.

“In 2001 I curated an exhibition titled ‘Please Disturb Me’ in the Great Eastern
Hotel, London. It was a resonant space that was ripe for some kind of artistic
intervention. The hotel occupied and represented a number of ideas of duality
that were interesting for an artist to deal with. The location was a non-
conventional space, it was a hotel, a space that borders a public and private space
that conjured intense emotions relating to travel, identity, anonymity and
sexuality.” Simon Tegala, www.disturb.org.uk
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Currently, artists David Medalla and
Adam Nankervis have brilliantly
claimed the nomenclature ‘London
Biennale’ thus utterly subverting the
professional curator at their own
game. Through sheer passion,
commitment and empathy they have
enabled thousands of shows and
events of the most extraordinary work
to come together; the overall umbrella
being the most profound work of all.
In far too many ‘professionally’
curated shows one sees the heavy
fingerprints of the ticked boxes, which
although treated with a degree of
irony, are actually strangling many of
the most brave and innovative
gallerists. Anne Bean

Since most of the commissioned
shows at Station are research-based
they develop over a long period of
time. Our programme works to the
needs of the artist not the
organisation; we are all artists working
together. We usually show one work
that develops over many hours of
observation, discussion and
experimentation. Sometimes artists
we work with will take on our
suggestions, sometimes not. Most
frequently we will encourage an artist
to be ambitious. Louise Short

Our approach may not differ that
much from those of professional
curators. As far as each exhibition is
concerned, we work very closely with
the artist, and we want to help make
the show as effective as possible. The
trouble is, one has to be rather well
heeled to be an effective gallery-owner.
Located where we are, with nothing
but the quality of the space itself, and
no funding, we see ourselves as a half-
way house, where a new artist can put
on a thoroughly professional show.
Anthony Howell

The majority of curators I have
worked with have been inspired, hard
working professionals. However, the
institutional structures they work with
can often be artist and indeed curator
‘unfriendly’. Many of the larger public
galleries and museums are slow
moving bureaucracies with visitor
numbers, retail outlets, cafés and
restaurants to worry about, never
mind finding cash in the budget to
commission and produce new work
and publications for exhibitions. On
the other hand they can offer a much
more accessible platform for the
consumption of contemporary art by
the general public. 
When organising exhibitions I have
always tried, where possible, to
provide what I personally desire when
working towards the production of an
exhibition, namely that the curator be
clear about what they are offering. For
example, it is good to know in advance
what the curatorial premise of a show
is, who the other artists under
consideration are and where it will
take place. Finances are another vital
area to be clear about. Most
importantly, there should be adequate
time for all the necessary work to be
undertaken in preparation for the
show. All these are common sense
pointers for a respectful way of
working but it is surprising how easily
they can be neglected. Jananne Al-Ani

A lot of my work is about taking on
the canon of art history but also fusing
this with elements of popular culture.
For instance my two big historical
shows argued that there are key
moments in the twentieth century
where black people were the objects
and subjects of significant change
within artistic culture which not only
challenged the existing artistic norms
but also developed them. These
exhibitions were unique in that they
were not done independent of the
institution but were cultivated within a
conceptual institutional environment.
David A Bailey

I see the distinction between what I do
and the work of curators within
institutions, not as a distinction
between the status of
‘professionalism’, but rather the
position of ‘independence’. The
‘independent’ sector is, for me, an
area that provides a dynamism,
vibrancy and diversity that fuels the art
world but often goes under
acknowledged. It is also an area from
where alternatives to, and critiques of,
the art world and its hierarchical
agendas can take place. 
As such, I have not been interested in
curating monographic or group
shows, preferring to take a more site-
responsive approach and, as such, 
my approach is possibly more artist-
centric; it’s not about sustaining the
status quo or the institutions’ needs
and desires, but has become more
about creating alternatives to this, and
giving the needs/desires and
processes of artists a place of
importance. Erika Tan

I would consider myself a professional
curator. There may be some
distinctions some of the time but I
don’t really see them as being
exclusive. I would approach any
project with my well-developed
impulsive, idiosyncratic and intuitive
processes in full flow but perhaps I
am able to pursue these further than
any institutional curator because it is
clear that I represent myself and those
that I work with whereas the
institutional curator’s identity is prone
to being suppressed. Gavin Wade

There is not a single approach taken
by these professionals, each person
and institution is different so you can’t
compare. Jeremy Deller

I can be more flexible, more
subjective, more obscure, more wilful,
more risky, more fun and more dumb
than a curator within a larger
institution. I don’t think it is
necessarily the type of exhibition that
artist-curators do differently, but
rather the nature of their relationships
with other artists. The whole process
can be less hierarchical and more
speculative. Mark Wilsher

YOUR APPROACH: How does it differ from exhibitions 
by ‘professional’ gallery and museum curators?
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On one level the Centre of Attention’s
approach doesn’t differ from
professional (as in ‘salaried’) curators
of galleries or museums. Like the
institutions, we produce solo and
group shows, some of which travel
internationally. Like them we produce
a magazine, administer a prize, hold
events and screenings, and try to
define and label current trends in
contemporary art. Pierre Coinde

Being implicated in the curatorial ideas
that I pursue (I don’t normally exhibit
in shows curated by me) shapes my
attitude to the exhibition and the ideas
within it.
I am not aiming for a career as an
institutional curator – arguably, I can
take more chances without concern for
institutional politicking. I also have a
different relationship with other artists
by being an artist myself. 
Rachel Garfield

Those are so well-covered by highly
trained individuals, that it would be
foolish to try and go down that route –
although saying that, perhaps it might
be interesting to turn the whole
monographic show on its head, with a
variety of conflicting positions, to show
a less tidied-up vision of artistic
practice. Shezad Dawood

Fundamentally the approach to my
curatorial project is never embarked
upon as being didactic or to elucidate
specific themes or historical
progressions. I am more interested in
the contemporary and the new in the
art-making process. I am more
interested in unusual sites and spaces.
I am less concerned with highlighting
links and forcibly forging connections.
I approach the curatorial medium via
the idiosyncratic processes that inform
my art-making practice. The curated
show becomes an artwork in its own
right, and it is there that maybe I
stamp my ownership over the entire
project. Simon Tegala

Gail Dickerson, Growth, Cultivation and Seeding, mixed media, found objects,
2004-05.

From the exhibition, ‘Reap’ – 19 Artists, 30 Installations, 365 days, Southwark
Park, London.
“I invited Gail Dickerson to be part of ‘Reap’ because the work I had seen of hers
directly involved time-based process reflected intrinsically in the final result. I felt
her work could be witnessed changing over a year as well as having an intriguing
and unknown outcome. This certainly has been the case.” Anne Bean
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Many artists knowingly juggle the
criteria they must fulfil to receive
funding, alongside the core values of
their work. Whereby, some of the
rigour this imposes can help to shape
and hone work, it is frightening how
often this becomes seen as
intrinsically and inextricably part of
the work. I am incredibly aware in a
present and funded project ‘Reap’, a
year-long work in which I invited
sixteen artists to take part, of my own
discomfort with seeing myself as
artist-curator. I think this is partly
because the term suggests intrusion,
moulding and some degree of
preservation, all of which feel alien.
The actual biggest impediment to
‘artistic creativity’ is the sheer weight
of bureaucracy. Anne Bean

Funding criteria, social agendas and
audience development don’t impede
artistic creativity in relation to the
research and development part of the
curatorial process. However, these are
issues that have been addressed by
organisations I have collaborated with
in order to fund curatorial projects
once the ‘creative’ phase is over. 
Funding applications should be
judged on their merits and not
decided through policy and politics.
However, I do believe that where
public monies are spent it is vital that
the organisations involved be
accountable. Jananne Al-Ani

The work developed at Station does
meet most funding criteria: it has a
big social agenda and develops its
audiences through the impact of the
works we commit to. So to some
extent we might be so bold as to say it
is not so much an external force,
rather one that is integral. The
downside is the amount of paperwork
involved in justifying that we are
meeting those criteria. Ultimately we
are totally committed to qualitative
experience for everyone involved and
we see and hear the results of our
work every day we are on site. The rest
of the time, who knows? Louise Short

Since there isn’t any funding, I don’t
have to worry about any one else’s
criteria. That’s true for social agenda

and audience development. Funding
criteria is more problematic. It’s like
the law; it’s said that they can always
arrest you for something. Well, with
funding criteria, they can always reject
you for something. 
As far as running an unfunded project
is concerned, I feel at present that
being answerable to no-one has its
advantages. We can engage in a
maverick approach to the arts, and no
one can tell us that it’s not what we
should be doing. Still, what is an
impediment to artistic creativity is
having to earn a living – this means
that certain issues are difficult to
resolve adequately because there just
isn’t time during the day. 
Anthony Howell

I come from a particular generation of
artists, writers, critics, performers,
filmmakers, policymakers, social
activists, community workers,
educationalists, filmmakers,
technologists who began to practice in
the 1980s, for which black subjectivity
was central to our lives. My
photographic work in the 1980s was
all about that moment and now my
curatorial work is about that social
agenda that I grew up with. 
David A Bailey

External forces are in some ways an
integral part of the process of my art
making. I describe my process of
working as ‘site-responsive’ including
within my definition of ‘site’, funding
agendas and social policies. There is a
point however, where these external
forces are no longer productive and
my ability to work around, with, or
through them wears thin. The
interpretation of these agendas by
many institutions often results in a
very narrow range of opportunities
passed on to artists, often translating
the process of making art into a
provision of services. Being able to
intervene through the ‘expanded field’
of practices such as curating, writing,
consultancy is one way in which I
attempt to voice a counter position
and expand the nature of
opportunities and contexts within
which artists work. Erika Tan.

In my sphere of thinking many of
these external forces exist on the
inside of the sphere as ‘big’ ideas that
are not really focused on but are
known, although I’m sure that some
of them exist outside of the sphere as
‘small’ ideas that are too insignificant
to include in any thinking process.
Not very many find themselves on the
active shell of the sphere as they are
too generalised and obvious. I don’t
see funding criteria, social agendas or
audience development issues as being
an impediment really – they just exist
and sometimes they are useful for
how to frame a project and sometimes
they aren’t. Gavin Wade

The pressure of funding criteria is felt
more strongly when it comes to
curating (perhaps only because it is
possible to work individually largely
without external funding). But I have
found that this isn’t necessarily a bad
thing. Sometimes tight restrictions can
lead to an imaginative and unexpected
outcome as you try to circumvent the
apparent problem. Ideally, the funding
body itself will be open to creative
approaches to the fulfilment of its
objectives, and will ultimately take on
board the new models that are being
presented to it by artists. Mark Wilsher

We have no budget, no academic,
political or moralising agenda; we
have no time and no will to over self-
justify. But we emulate the institution
and thereby generate a surreal
expectation shortfall. What can you do
without money, space and resources
seen as indispensable to the big space? 
Pierre Coinde

My approach and work are not driven
by forces such as funding criteria,
social agendas etc but, like most
others, subject to them. For example,
if I don’t get funding or venues then
that can change the scale of the
exhibition. Any output of an artist is
constitutive of the external forces that
provide the parameters, whether it’s
the price of studios, the cost of living,
being at art college, the equipment
one owns, etc – there is no such thing
as unfettered creativity in any event.
Rachel Garfield

EXTERNAL FORCES: What drives and impedes your practice?
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Curated space 9

The choices I make in terms of my
own practice and within my projects
as artist-curator are driven by a
constantly shifting inquiry into what
one might call a ‘politics of culture’. I
see this as embracing: history, fiction,
appropriation and authenticity, and of
course social agendas and a
relationship to audience play a part in
this. Generally I have a number of
ideas in my head at any given time,
and circumstance and the availability
of funding will determine how and
when they take place, but not the
choice of ideas. A certain element of
randomness is also key to keeping an
enquiry open and mapping it out to
the real world. Shezad Dawood

Social agendas and audience
development are never concerns for
me in the progression on my own
practice. Funding is a very important
issue for the development of any
project. However it should never be
seen as an obstacle to achieving quality
in the result, but a process of
negotiation. It is vital to the
management of a project that a clear
delineation of roles is adhered to.
Simon Tegala

e?

The Centre of Attention, Fodder (shredded proposals), mixed media, 2005. 

Featuring shredded proposals by: Franko B, Breyer P-Orridge, Jessica Brouder,
Benedict Carpenter, Ann Course and Paul Clark, Tyler Coburn, David Critchley,
Sam Ely and Lynn Harris, Ken Friedman, House of O’Dwyer, Jasper Joffe,
Susanne Oberbeck, Eric Rosoman, Tai Shani and Markus Vater.
Exhibited at PILOT: 2, October 2005, London.
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10 Future forecast

Self-indulgence or critical rigour?
Without the interpretative or validating
role of a gallery or museum curator how
do you measure quality of work and 
its ability to communicate to an
audience?

The term self-indulgent is used so
dismissively that artists are frightened
to go within sniffing distance and
often, regurgitated theory is mistaken
for critical rigour. I don’t see these two
terms – self-indulgence and critical
rigour – in opposition. In talking to
younger artists I often sense
tremendous relief in being ‘given
permission’ to try out some ‘quirky’
action which they are afraid would be
read as self-indulgent and thus lacking
validity. This often becomes a very
important initial exploration for a
profound piece of work and reinforces
primary trust in oneself. Anne Bean

The notion of ‘ability to communicate
to an audience’ is a construct of art-
educationalists. Art elicits a response,
but there is no reason why the
response should not be extraordinarily
diverse. Such diversity is difficult to
assess in bureaucratic terms. 
Whether you’re a decent curator for an
institution, or an artist curating the
work of other artists, surely what
matters when choosing is the intrigue
of the concept? Anthony Howell

For me there are only a few ways to
measure elements of quality and the
effect of one’s work and that is
through legacy and influence. I take
pride in knowing that my work has
influenced artists. I also take pride in
knowing that the education events
from my previous projects have made
educationalists think differently about
using historical works to reach a
younger audience. And I also take
pride in knowing that young people
who have never been to a gallery
before came to see my projects and
were inspired by them. David A Bailey

Is there a dichotomy between the
‘professional’, transparent, ‘critically
rigorous’ institution and its curators
and the ‘strange hybrid’ artist-curator,
whose ‘role’ is ambiguous, work ‘self

indulgent’, and lacking frameworks of
interpretation and validation. The
implication of the self-serving artist,
unable to create encounters of quality
and engagement, lacking the skills to
provide broader contextualising
frameworks for interpretation and
validation, highlights the problem of
credibility that institutional
frameworks have with those working
on the ‘outside’. In my opinion,
qualitative assessments of work
cannot be made without a profound
engagement with, and understanding
of, the work and the importance of the
artist’s intentions. Erika Tan

Through a highly developed intuition
and self-belief! Gavin Wade

I don’t like to measure things. 
Jeremy Deller

A museum might have studiously
collected audience data for years, which
could ultimately be completely
irrelevant to artistic issues. Could that
be called self-indulgence? An artist
might ignore the issue of accountability
entirely and yet produce the most
rigorous, fantastic artwork; in which
case, let’s have more ‘self-indulgence’! 
If the idea of the artist-curator stands
for anything, then surely it’s freedom:
the freedom to be different; to get it
terribly wrong; to get it unexpectedly
right. By steering clear of top down
validation we should be able to
maintain a healthy and always
contentious culture. Mark Wilsher

What is critical rigour but an
overstated, delusional self-justification
bordering on full-blown
righteousness! 
Critical rigour is a minority self
indulgence... and as such we celebrate
it!
Interpret? That’s for the future but
have a go by all means.
Validate? We can do without it and
take our chance. Museums confer
status not validation. 
Communicate? It is a big assumption
that the work should communicate
anything. We create the exhibition and
let it un-spool as it will, creating its
own audience.

To predict the future you must change
the past and thus we participate,
through our enquiry into the
phenomenon of art production,
presentation, consumption and
heritage-isation. Pierre Coinde

Having institutional validation is not
necessarily a guarantee of critical
rigour or against self-indulgence in
itself. Many a self-indulgent exhibition
gets institutional support. If the
exhibition curated by the artist-curator
is funded, then it has institutional
quality control anyway, of the funding
body or at least validation from them.
If not then it doesn’t matter as no
public funds are implicated and
people can do what they like. Both
good and bad often sink without trace.
There are also other conduits for
validation such as art journalists, other
artists and so forth. Rachel Garfield

There is never one single take on value.
One of the keys to the way I work is to
constantly play with this ‘sign of value’,
and where it might be attributed.
The culture of ticking boxes provides
space for artists to have a more direct
relationship with their audiences. I’ve
done things like pose as a TV crew
with an assistant, and interview people
as to their responses to a show –
perhaps a touch of guerrilla tactics?
Shezad Dawood

With all the works I produce I am the
harshest critic, though ultimately I
value the viewers’ response most.
With public art in particular, the
audience will comprise the largest
cross section, with a great number of
them from the non-art going public. I
attempt to build into the process vital
mechanisms for feedback once the
project is on public display. 
Having exhibited widely in many
curated shows I feel that I have
developed a critical rigour and good
understanding of the mechanisms
involved in the territory of the curated
exhibition. Without wanting to appear
too dismissive, I do not feel that I
require the validation of the
established museum curator or the art
world to ascribe value to my projects.
Simon Tegala

QUALITY: How do you measure it?

a-n FF Curated Space  3/10/05  10:41  Page 10



Curated space 11

There is a wide range of experience
amongst those who hold curatorial
positions in major museums and art
galleries, not to mention freelancers, as
a result of the shift in the professional
world of curating in recent years.
Where once museum studies and art
history graduates started in the most
junior position and moved up through
the ranks, now arts administration or
‘curating’ courses are producing
graduates who are moving straight into
the more senior ranks of the art
establishment. One thing they all have
in common however is that a fair
proportion of them are often practice-
based fine art undergraduates and like
artist-curators, they have experienced
both sides of the equation. 
Most established artists will have built
up a wealth of experience that feeds
into any curatorial projects they
undertake. The unique and potentially
dangerous pitfall facing artist-curators
is the opportunity to include their own
work in the exhibitions and events they
are organising and it is here that the
potential for self-indulgence looms
large. Jananne Al-Ani

We evaluate through conversation with
the public and that can be very tough
sometimes… We work towards honest
conversations about what is being seen
or experienced. Our audiences include
large numbers of tourists who engage
the artists in conversation. On many
occasions the word ‘art’ only becomes
an issue after many minutes of looking
at the work. Louise Short

AES Art Group, New Liberty 2006, 1996. From the series
The Witnesses of the Future: Islamic Project.

“AES have described The Witnesses of the Future project as
‘neither anti-Islamic nor anti-Western but trying to function
as psychoanalytical therapy in which phobias from both
Western and Eastern societies are uncovered and worked
through’. Ironically, much of the debate generated around
these images in the exhibition ‘Veil’ focused on judgements
about the intentions of the artists; were they celebrating or
attacking ‘radical’ Islam’s apparent desire to dominate the
Western world?” 
Jananne Al-Ani, The Showroom Annual 2003/4, published by
The Showroom, edited by Bridget Crone.
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Public engagement
Many artists find non-conventional
spaces exciting and inspirational for
showing their work and for curating
and commissioning other artists. In
many cases they find the resonating
‘ghosts’, and living histories or social
activities a fertile space for public
engagement with both artist and their
work.
Can the artist influence how art is
experienced and consumed in such
sites? Can the audience move from
passive observer to a more active
agent? 
Many non-art spaces are increasingly
opening the doors to artists to curate
work and funding agencies have been
positively active in influencing such
endeavours (think ‘Year of the Artist’).
How free is the artist to do what they
wish to do in such spaces? Is there an
accountability or social responsibility
to users of those spaces? Perhaps the
artist should remain irreverent,
subversive and should “rough things
up a bit”?
As places for showing and curating
work, public, private, social and
domestic spaces are vital sites for
spontaneous and unpredictable
outcomes. It seems that the dialogue
should be around mutual trust,
embracing risk on both sides 
– artists on the one hand and users/
managers on the other – to allow the
unexpected and the unconventional to
happen.

The weight of bureaucracy
Ticking boxes, gaining permission,
fulfilling funding criteria, heavy-
handed interpretation of work are cited
as obstacles to ‘artistic creativity’ by
some artists. For others it is an existing
set of complex rules and regulations
that needs to be negotiated especially if
the work is about social agendas or
wants to be consumed by the widest
possible audience. 
The big institutions are cited as being
non-artist friendly, yet Tate Modern
has attracted the biggest audiences
ever for contemporary and modern art
in the UK. Could bureaucracies be
subverted if more artists were
employed as curators, as funders? It
seems that the artist in the 21st century
needs to take on multiple roles and
identities and an understanding of
project and event management is even
more essential in not only showing
their own work, but in curating others.
Autonomous spaces, derelict spaces
where anarchic artistic forces come
into play might be diminishing in the
21st century as spaces are taken over
and re-invented by capitalist forces into
luxury apartments, expensive
restaurants, hotels and corporate,
media-savvy business. Perhaps the
new curated space is the private space,
your home, your computer, your
property becomes the site for
unrestricted artistic freedom. But the
majority of artists still need to earn a
living in this society.

Validation and communication
Artists seek validation from many
areas: the public or certain sections of
the public, the critic, the gallery and
other artists. No artist wishes to make,
show or curate work and not have
anyone see it. Or is this an
assumption? 
Some artist-curators value the process
over the product, the idea over the
entity or actual event. Art making and
curation becomes a necessary activity
for working out a concept, a social or
cultural idea. Some artists even
deconstruct the notion of curating an
exhibition and explore the processes of
curation.
Self-indulgence or critical rigour?
Anthony Howell’s point (see the
extended version of his interview on
www.a-n.co.uk) that “to make art is
almost as enjoyable as masturbation”
is an apt metaphor for the desire, the
driven force in the act of making art
and it doesn’t have to have a
destination or a result beyond the
pleasure of the action. The
camaraderie, solidarity and sharing,
the pleasures of doing, making and
showing work with your peers is a
value in itself. But is this a form of
elitism? Art for artists? Art about art?
What about the big issues to do with
social and human relationships and
the external world? And where are the
potent spaces for artists to address
such ideas? The epic has been
substituted for the minutiae, the local,
the ironic and the personal. The advent
of cinema revolutionised the social and
the aesthetic at the beginning of the
20th century. Do we have the same
quality of artistic energy in the 21st
century curated space?

MATTERS ARISING: Sites-specific/site-responsive

We welcome contributions in response to these issues and
comments, through the Future forecast think tanks. 
See www.a-n.co.uk>Future forecast think tanks
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