
Outcomes and issues 1

FUTURE FORECAST  | OUTCOMES AND ISSUES  | £5

An appetite for change in the visual arts

a-n FF Research Findings  11/5/06  11:33  Page 1



Editors Susan Jones,
Gillian Nicol and 
Louise Wirz
Publisher Louise Wirz

© writers, artists and
a-n The Artists
Information Company
2006

ISBN 0 907730 66 3

Published by
a-n The Artists
Information Company
Registered in England
Company No 1626331
Registered address
First Floor, 7-15 Pink
Lane, Newcastle upon
Tyne NE1 5DW UK
T +44 (0) 191 241 8000
info@a-n.co.uk
www.a-n.co.uk

Copyright
Individuals may copy
this publication for the
limited purpose of use
in their business or
professional practice
artists. Organisations
wishing to copy or use
the publication for
multiple purposes
should contact the
Publisher for
permission.

a-n The Artists
Information Company’s
publications and
programmes are enabled
by artists who form our
largest stakeholder
group, contributing
some £340K annually in
subscription income,
augmented by revenue
from Arts Council
England and support for
specific projects from
Esmée Fairburn
Foundation, European
Union, Northern Rock
Foundation and Scottish
Arts Council.

Manick Govinda is Head of Artists’
Advisory Services at Artsadmin and a
board member of a-n The Artists’
Information Company. He researched
and edited Future forecast: 
Curated space.

Mark Gubb is an artist in Nottingham.

Susan Jones is Director of
Programmes, a-n The Artists
Information Company.

Rohini Malik Okon is a writer in
London who has recently completed
her PhD at Goldsmiths College,
exploring and enacting the gesture of
‘coming in close’ to the works and
practices of contemporary artists,
writers and theorists.

Gillian Nicol is Editor, a-n The Artists
Information Company.

Becky Shaw is an artist and co-director
of Static, Liverpool and an editorial
board member of The Internationaler.
She researched and edited Future
forecast: Social space.

Martin Vincent is an artist, curator and
writer. He founded the Annual
Programme in Manchester in 1995,
and is a director of The International 
3 gallery.

Sara Wajid was the Project Director of
South Asian Diaspora Literature and
Arts Archive (SALIDAA) and is now a
freelance feature-writer.

Louise Wirz is Director of
Development and Publisher, a-n The
Artists Information Company. 

To mark our 25th anniversary year, in
May 2005 we embarked on the Future
forecast research and publishing
programme. Through collection of
evidence in the form of interviews and
the associated debates, our aim was to
identify some of the significant issues
for artists and their practice and by
doing so, play our part in forecasting
the infrastructure that will best support
the next generation of artists. 

Some 200 artists, curators, arts
organisers, academics, cultural
planners and commentators,
journalists, producers and researchers
have contributed to this UK-wide
enquiry. Over 32,000 artists and arts
professionals have received the first
four Future forecast publications
distributed with a-n, thanks to
sponsorship from Scottish County
Press. In publishing all the interviews
in full along with evidence from five
think-tanks on www.a-n.co.uk we
intended to keep the debate live and 
to bring it to the attention of a wide
and diverse cross-section of the 
artists’ community. 

In Future forecast: Outcomes and issues
we present an overview of the enquiry.
Our introduction contextualises the
evidence within the current social and
cultural climate and the final section
sets out a series of measures across
five key areas that will enhance artists’
development. The measures are
designed not only to focus a-n’s own
forthcoming programmes but to
identify areas ripe for collaboration –
on specific research studies,
campaigns, conferences and
publications. And as ever, we’re keen
to hear from arts, education and
cultural organisations interested to
discuss partnerships to deliver these.

In addition to the Future forecast evidence, the
following materials and resources have
informed this publication.

a-n Collection: Impact of networking, 2006
a-n Collections: Reflections on networking, 2006
Arts organisations in the 21st Century: Ten
Challenges, Charles Leadbeater, Arts Council
England, 2005 
Artists’ rates of pay 1989-2004, www.a-n.co.uk
2005
Art Work: Artist’s jobs and opportunities 1989-
2003, www.a-n.co.uk, 2004
Art work analysed, www.a-n.co.uk 2006
Britain’s Creativity Challenge, Charles
Leadbeater, Creative & Cultural Skills, 2005
Creative Apprenticeship, Will Hutton, Creative &
Cultural Skills, 2005
Cultural Leadership Programme: call for ideas, Arts
Council England, 2005
Cultural Leadership: Bulletin, Arts Council
England, 2006
Culture Vultures: is UK arts policy damaging the
arts?, Munira Mirza, Policy Exchange, 2006
Cultural Value and the Crisis of Legitimacy, 
John Holden, Demos, 2006
Daniel Barenboim, Reith Lecture, BBC Radio 4, 
April 2006
Development plan for APD Network, Nicola
Hutcheson, Platform 3, 2006
Feasibility study for Artists’ Day, Lucy Newman
Cleeve, a-n The Artists Information Company
Guest list or level playing field? www.a-n.co.uk,
2006
Intangible, inflatable, irreducible, Lucy Kimbell,
www.a-n.co.uk 2005
Good exhibition practice, a-n The Artists
Information Company, 2005
Measuring the experience: the scope and value of
artist-led organisations, Susan Jones, 1995
N-Ten Conference Chicago, 2005 www.N-Ten.org
Network Logic, Demos, 2004
Networking networks: strategic approaches to artists’
coordination and collective action, a-n The Artists
Information Company, 2004
Organisational Literacy: what skills will be
needed for the workplaces of the 21st Century?,
Demos research project 2006
Permeable frameworks, Susan Jones, Suffolk
County Council, 2004
Realise, VAGA 2005-06
Review of the presentation of contemporary visual
arts, Jackson/Jordan, Arts Council England
2005-06
Shaping artists’ spaces, presentation at
Sensi/Able Spaces – Space Art and the
Environment conference, Reykjavik, June 2006
The Age of Unreason, Charles Handy, 1995
The Code of Practice for the Visual Arts, a-n The
Artists Information Company, 2003
The Hungry Spirit, Charles Handy, 1998
The Market for Art, CMS Select Committee
report and recommendations, 2005
Valuing artists, a-n The Artists Information
Company, presentation, Creative Clusters, 2005
You Don’t Know Me, but... Social Capital & Social
Software, William Davies, The Work
Foundation, 2003
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At a time when Amazon makes only
50% of its revenue from the top three
thousand of its titles it is clear that
customer activity has never been so
critical in directly influencing
management practices1. Whilst the
digital market place is increasingly
seductive at enabling us to
demonstrate our individual interests
through our buying behaviour, does
collective action for not-for-profit
reasons still command our attention?
In The Guardian’s readers’ guides
where editorial control is ceded,
readers are trusted to submit copy. Is
the basis of this trust because the
readers know the paper’s qualities best
or is it because they are the market?
The public services reform agenda
acknowledges the value of
personalising public service delivery as
a way of ensuring its relevance and
diversity but according to a recent
speech2 by Cabinet Office minister Jim
Murphy social justice will only become
achievable once a shift in power from
the centre to the grassroots is fully
grappled with. Part of this process
must surely be about countering
uniformity through devolving new
forms of accountability to enable those
that have the most interest and
knowledge to initiate as well as
customise directives and initiatives.

These changes across our society
reflect the ever more complex interplay
between our individual and collective
behaviours whether as consumers,
neighbours, professionals, households,
citizens and as communities of
interest. The increasing sophistication
of networks supported by the evolution
of our communication tools provide
greater power than ever for
communities to question and feedback
on what is being done in their name,
regardless of their location. As power
structures shift to better reflect the 21st
century environment, are we as a
sector in denial about who is best
placed to inform change? Our
challenge as a community is to
question what is being done in our
name whilst also adopting frameworks
for open dialogue that are sufficiently
dynamic to counter generalised
assumptions about artists3. 

Our twelve-month research and
publication programme, Future forecast,
has discussed the wider issues and
contexts for practice with over two
hundred artists and visual arts
professionals in order to better
understand where artists’ specialisms
and future resourcing might lie. This
publication summarises areas for
debate in the hope that we can join
forces for the benefit of the next
generation of artists, their collaborators
and their audiences. This next
generation of artists, some 3,700
people graduating in the UK this
summer, will join a sector that has
greater opportunities than ever to
develop meaningful relations with
their communities as well as to find
ways of commodifying their work and
skills so that their student debt is worth
their investment. 

Business has always been adept at
shaping its products and services
according to customer need – the blunt
instrument of market forces. For those
who need to make a living yet,
motivated by a different bottom line,
how can we develop democratic
legitimacy and accountability
structures that provide more than an
‘improving uniformity’?

1 Professor Gary Hamel, Director, The Woodside Institute
and Visiting Professor, London Business School,
Reinventing Management – The Why, What and How of
Management Innovation, 2005

2 “The Left has long argued for redistribution of wealth but
we have been muted on the redistribution of Power in
public services”, Jim Murphy MP, The Public Service
Experience: Informing and Driving Reform, Demos April
2006

3 The Meeting of Minds Brain Sciences Project put citizens
from nine European countries in open dialogue with
brain scientists and policymakers, to explore and make
decisions on key future concerns. UK Facilitator Alison
Crowther contributed to Future forecast 2006.
www.meetingmindseurope.org

FUTURE ENVIRONMENTS FOR ARTISTS’ PRACTICE 

On the cover

Kai-Oi Jay Yung, Trampoline, video, 7 minutes

42 Seconds, February 2006. 

Due to complete her Fine Art degree at

University of Dundee this summer, Kai-Oi Jay

Yung is one of several students keeping an

online blog on www.a-n.co.uk during the weeks

leading up to their final exhibitions.

“Trampoline is inspired by our obsession with

spiritual practices and self-help literature. It con-

fronts our perseverance of life’s grind in hope of

being rewarded with ‘jouissance’.

The real time action suddenly freezes into a per-

fect still or hyper-speed of the fall. This is repre-

sentative of those treasured surprise occurrences

that intercept life with elated joy and direct the

viewer with meaning to live and watch on. It is

an attempt to unlock our subconscious memory

by engendering the strange surreal; it is here

fixed meaning may be effaced and multiplicious

identity reigns.”

yung_jay@hotmail.com

See 2006degrees unedited on www.a-n.co.uk for

blogs by Jay and students from Cleveland,

Aberystwyth and Wolverhampton.
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4 Future forecast

My first response when asked to
explore ‘a continuous practice for an
artist operating in the 21st century’
was to imagine artists eternally
engaged in hard labour in the satanic
factories depicted by Diego Rivera in
his Ford murals, or to imagine artists
as the continuously smiling
performers in a Busby Berkeley set. In
being asked to discuss ‘continuous
practice’ there seems to be an
expectation to critique the structures
that prevent practice being
‘continuous’. While it is of value to
consider the factors that affect practice
it seems more important to begin by
questioning if ‘continuous’ practice is
necessarily a good thing to promote.
‘Continuous practice’ while an ideal
can also be a weight around artists’
necks – the expectation of continuity
provoking a fear of failure or
incapacity to move into a different
field. In the following text I will
explore the dangers of the concept of
‘continuous practice’ before giving
some thought to the key factors that
enable longevity if artists choose it.

The idea of a ‘continuous practice’
seems to be connected with two other
terms that we encounter with
increasing frequency: ‘sustainability’
and ‘lifelong learning’. They both
suggest that things with a long
duration are the best.  It seems petty to
argue with the idea of lifelong learning
as it seems to recognise the enormous
positive force of people’s desire to
change and develop. However, the

problems with the rhetoric of ‘lifelong
learning’ are many. Firstly, its use
repackages (and commodifies)
something that we do anyway, and
secondly because it emphasises
process for the sake of process. 

Lifelong learning developed from a
radical belief that everyone should
have access to an education. At the
same time it became an essential tool
in retraining adults who had become
redundant as a result of declining
industry. Lifelong learning became a
mantra for governments that
successively used education to soak up
unemployment and re-present
employment figures, and as a business
where students have become paying
customers. Of late the radical impulse
of lifelong learning has been utterly
diluted into a tool to build self-esteem
rather than knowledge, a “therapeutic
intervention”1, as education specialist
Kathryn Ecclestone describes it. In
these contexts lifelong learning is
about many things except what is
important, the rigours and trials of
getting educated. Lifelong learning
also presents the strange subtext that
in life we are continuous students and
we must exist in a bubble of extended
discovery. While this is an ideal for
some artists it also implies that we are
continuously ‘practising’ without
reaching our potential and never
taking responsibility for the
employment of our adult capabilities.
Perhaps lifelong learning is an
example of a glorification of childhood

rather than adulthood in our society, so
not as positive as it appears at first
glance. While it is important to note
that lifelong learning and continuous
practice are not the same, they have
some of the same risks of over-
emphasis in common. Both now
involve a dilution of the original
aspiration by emphasising doing
something continuously for the sake of
it rather than for an outcome – as
though the point was just to ‘be’ an
artist rather than make the best work
possible. In opposition to this it seems
crucial to view art practice as putting
into practice what we know rather than
endlessly rehearsing a role.

‘Sustainability’ is another complex
term that bears some connection to
continuous practice. The common use
of ‘sustainability’ sometimes seems to
be an exercise in stating the obvious as
goes without saying that artists (or
business people, etc) want to sustain
their practice, just as they want practice
to be viable and rewarding. However,
considered in its relationship to
sustainable development, continuous
practice takes on a more complex
connotation. Like lifelong learning,
sustainable development has also
become a mantra. It is often applied to
the development of new businesses in
the UK, to communities, to healthcare,
to farming, to education, to
environmental policy and it is also
commonly used to describe a
philosophy and practices that agencies
apply to less wealthy or less stable

CONTINUOUS PRACTICE FOR A 21ST CENTURY ARTIST
Becky Shaw on the aspirations and issues.

[Artists] are not an endangered, fragile species. If we
focus on their vulnerability and attempt to sustain
them regardless, then we will infantilise and belittle
them and in so doing lose what makes them
important – their pursuit of artistic autonomy. 

Becky Shaw
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societies or communities.  One
example is the Western aid agency with
good intentions introducing small-
scale technologies that they consider
‘sustainable’ for poor communities,
rather than introducing the most
advanced technologies developed
societies have at their disposal. This is
often a poor proxy for the best
resources that might be on offer. Here
lies the problem with any philosophy
of sustainability – it involves us
choosing small-scale, ‘manageable’
solutions rather than taking ambitious
risks and thinking and working outside
what we already know or what we think
is possible. This constraining
philosophy of low horizons seems to be
totally at odds with the blue-sky
thinking we traditionally associate with
artistic practice. While a heroic model
of artistic practice has been endlessly
critiqued it seems that the model of a
sustainable cautious practice may offer
a more serious threat. In the worse
case scenario of artists’ practices that
have no merit other than their
sustainability we would have to ask not
whether such practices are capable of
being sustained but whether they are
worth sustaining. We must then ask
whether we should make ‘continuous’
any kind of measure for the success of
an artistic practice. If all artists can feel
proud of is that they just carried on
then that does not seem much to aim
for beyond a place in ‘heaven’ for
working hard. Surely the point for
artists is to aim to be making work that
makes some kind of contribution, or
opposition to, art practice, rather than
just continuing.

The connection between sustainable
development and continuous practice
generates one other area for concern.
Sustainable development is often a
process promoted and implemented by
experts. There are now armies of
professionals dedicated to helping
other people develop their
sustainability. Likewise there are
already many programmes available
from well-meaning agencies to
professionally develop artists, helping
them to build their profile, to write
their CV, to learn networking skills,
learn self-promotion, etc. It is easy to

imagine this support industry
developing even further, to the point
where artists could spend longer
developing their sustainability than
making work, a scenario which could,
ironically, ultimately defeat the aims of
artists, their quest for visibility and a
continuous practice.

There has been a critical move, by
authors such as Pavel Büchler to see
artists’ value as what they do rather
than what they make. While this is an
interesting way to explore artists’ role
in society it again focuses on the
‘outside’ form of artists’ practice – the
structures and consequences of
practice, rather than the content. As a
way to avoid an over-emphasis on the
form of artistic practice rather than the
content of individual work, it seems
vital to reinvigorate the belief that
being an artist is not an identity but
something you do and something you
make. Artists make art. The art they
make might be fragmented,
conceptual, sited, dialogical,
oppositional, critical, etc but it still
operates within a discourse of making
art. Accordingly then it matters less
whether art practices are sustainable or
continuous, but whether the product is
any good. While talking of quality has
become difficult and unfashionable it
seems that without this conversation
we can only have practice for the sake
of it, not practice that seeks to advance.

The dangers of emphasising duration
over quality have been described, but of
course the relationship is never so
simple. While art markets often focus
on young artists, artists with long
careers continue to produce
extraordinary work, moving in and out
of types of practice and frequently
reinventing themselves. Without
perseverance and continual endeavour
the current work of artists like Mike
Kelley and Susan Hiller might never
have been produced, so it is important
to separate the real value of a
continuous practice from one where
continuity is emphasised for a value in
itself.

Finding people with a
similar ideological belief
and artistic ambition is
fundamentally
important, as is ensuring
that any commissioning
organisation
understands the co-
dynamics between
artistic practice and
social need, so that one
does not become
subsumed by the other. 

Sarah Cole, Future forecast:
Social space
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6 Future forecast

So what would a continuous practice
for an artist operating in the 21st
century look like? In Anglophone
countries future artistic practice will
probably look a bit like it looked like in
the last century and perhaps even bear
some similarities to the one before.
This is not to say that things will not
have changed but rather that artists
will be operating in and out of studios,
in and out of relationships with
commissioners and galleries, in and
out of state and private funding, and
with closer and more distant
relationships to government
directives. Artists already operate in
many ways in relationship to these
factors, and it is unlikely that this
individuality of approaches will
change. The only way a significant
change to the way artists operate can
be imagined is if the economic basis
of our society were to change
significantly and the many markets
for art disappeared altogether.
While factors such as family and
health may affect the continuity of
practice, the factor that has the most
influence is the market. Artists will
often argue against this influence,
stating that they have no relationship
to the mainstream commercial market
or that they practice with no
relationship to any external forces.
The first argument is a
misunderstanding as there are
myriads of markets, not all obviously
commercial and many that overlap
with others, for example artists
working to public commissions or
accessing funds to put on artist-led
projects, are still part of an economy
where artists trade using their
working history or degree of public or
critical visibility as collateral. The
second argument, that you can have a
practice without any relationship to
any external forces is just plain wrong.
Or perhaps to put this more
sensitively, to build a continuous
practice there must be some
relationship to the world ‘outside’.
Without any response from an
audience member, or the interest of a
buyer, the review in the underground
journal, the conversation with
someone who shares ideas, or without
the offer of the next show resulting

from interest in the first there is little
to enable practice to continue.  It is
this equation that makes practice hard
to sustain as artists may lurch from
visibility to complete lack of interest in
what they do. 

Talk as we might about how to make
things easier for artists, the bottom
line is that it is not possible to act
outside or change this market
relationship unless wider social
change happens. Trying to create
places where artists are protected from
market forces (however broadly
defined) runs the risk of creating cosy
isolated villages or, worse, ghettos
where practice will stagnate and
become complacent. 

While mechanisms that build visibility
and successful careers for artists are
not transparent, in many ways it is
still undesirable to change these. The
striving for a degree of visibility or
access to systems of distribution is
one of the factors that leads to
development of new forms of practice.
While more secure systems of finance
might enable more artists to maintain
a continuous practice if there was no
measure of quality involved then we
would run the risk of sustaining
artists for the sake of it, rather than
because their work was of merit.
While concentrating on survival
certainly distracts and makes life
difficult for artists it is also likely it
forces ingenuity. While the unfettered
market for art causes inequalities of
access, visibility and income, in true
capitalist spirit it also maintains an
entrepreneurial attitude and a degree
of autonomy. At the same time, state
funding for the arts, once intended to
give artists autonomy from the
concerns of the market is now
preoccupied with serving government
inclusion and audience objectives so
offers little room to manouevre,
although interestingly artists still find
ways to use these routes.

Kathryn Ecclestone describes how the
changes in lifelong learning reflect “a
broader cultural demoralization and
low expectations among professionals
about people’s ability to act
autonomously and deal with challenge
and risk-taking”2. It is not surprising
then that we witness the same cultural
trend in art. However, in art the place
of autonomy is vital to any
understanding of practice. While the
notion of artists and art being
autonomous from society was
undermined by the critical enterprises
of the 1960s and 70s, it still seems
that creative autonomy remains
artists’ most important quality and
probably the only important criterior
for a continuous practice, or one
worth continuing. If artists want to do
something, they find a way, either
amongst the vagaries of the market or
the strictures of public funding. They
are not an endangered, fragile species.
If we focus on their vulnerability and
attempt to sustain them regardless,
then we will infantalise and belittle
them and in so doing lose what makes
them important – their pursuit of
artistic autonomy.

Becky Shaw

1-2Kathryn Ecclestone ‘Education or Therapy: A Lecturer
Assesses the Demoralization of Post-16 Education in the
UK’. 28 January 2003. www.spiked-online.com
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TO COME IN CLOSE
Rohini Malik Okon on contemporary artists who invite their audience to get closer.

By proposing a gesture of ‘coming in
close’ in exploring the relations
between artwork and viewer, the
suggested focus is not so much on
describing the form of the art object
nor on attempting to decipher its
supposed meaning, nor is it on the
artist’s biography or intentions, but
rather it is a focus on the space between
viewer and work, as a potential space
for affective encounter. If we consider
this ‘space between’ to be a fluid,
energised and interactive space rather
than one of passive observation, the
potency of various modes of address
and response might be revealed, as
works which draw us in through their
materiality, their performativity or
perhaps through an invitation to
participate in some way, suggest a
process of making that continues to
unfold in the viewer’s encounter.

The concern with closeness does not
relate to a desire for enhanced
understanding, but suggests an open
approach that accepts the productive
possibilities of misunderstanding.
Keeping oneself at a ‘safe’ distance
from the art object is to aim at a form
of knowing that seeks to possess,
define and make comprehensible,
rather than allowing oneself to be
touched, disturbed, disoriented, and to
thus remain responsive. In contrast to
the ‘critical distance’ perceptible in the
language of much theoretical writing
on art, which often attempts to ‘tame’
the work through rigorous analysis,
filmmaker and writer Trinh T Minh-
Ha proposes that rather than
‘speaking about’ artwork, we should
adopt the stance of ‘speaking to’.
‘Speaking to’ breaks the dualistic
relation between subject and object
and opens up a space of wonder:
“wonder never seizes, never possesses
the other as its object. It is the ability
to see, hear and touch, to go toward
things as though for the first time”1.

Works which offer invitations to
listen, to touch and to play, as well as
to look, suggest various spaces for
intersubjective exchange and, as
theorist Sarat Maharaj suggests,
artworks that operate through “non-
discursive contrivances, where the
visual interacts with sonic-tactile-
somatic registers” can perhaps point
us to ‘other’ ways of knowing and
ways of knowing ‘otherness’2. These
‘other’ ways of knowing are often
rooted in the body and are aimed not
at resolution, but at intuitive
engagement. Engaging in an act of
listening might lead us to a place of
close attention, and while hearing
doesn’t necessarily require our direct
involvement, an invitation to listen
demands a response. For artist Kutlug
Ataman, the act of listening is integral
to his creative practice and has led to
the production of works that in many
cases consist of hours and hours of
talk. Operating somewhere between
documentary and fiction, Ataman’s
video installations address the viewer
directly, demanding a response by
inviting us to listen in a different way. 

On a spring day in 2005, in a disused
postal sorting office in central London,
we encounter an array of battered
television sets and an equally
disheveled assortment of chairs.
Surveying the scene from a distance
we are drawn in by an indistinct
multi-layered noise, which as we come
closer we realise to be forty voices
speaking simultaneously, not a loud
cacophonous medley but a low hum,
subtly disturbing the regularity of the
installation’s layout. Ataman’s
multiple DVD installation Küba offers
us the compelling narratives of forty
residents of the notorious Istanbul
neighbourhood of Küba. Running
alongside and overlapping each other,
these multiple voices do not compete,
but co-exist as a chorus of
monologues, each maintained in its
singularity, yet collectively interwoven
to produce a group portrait.

Installed in spaces of transit – a
railway station in Stuttgart, the sorting
office in London, a passenger ferry
terminal in Sydney – Küba requires us
to stop, sit down and take our time,
and we have to get close in order to
listen (and to read the subtitles).
Immersed in a polyphonous space,
the viewer is implicitly posited as a
thinking, choosing individual, and
each will have a different experience
of the work, navigating the monitors
in alternative ways, deciding whose
story deserves a more attentive
listening. The inclusion of
headphones would have completely
altered the experience: as our hearing
of each narrative is interrupted by the
murmurous echoes of other tales, and
the work becomes almost sculptural in
terms of sound. Auditory space has no
point of favoured focus, it is a space in
which numerous perspectives can co-
exist, and perhaps ‘thinking with our
ears’ offers an opportunity to augment
our critical imagination, to
comprehend the world and our
encounters with it according to
multiple registers of feeling.

An oscillation between voicing and
listening may be in critical writings
which are experimental and which, in
attempting to collapse any sense of
critical distance, are implicated within
the space of the artwork. Here it is not
only the encounter with the object that
is emphasised but the very mode of
writerly address itself, which is by no
means definitive or conclusive, but
tentative, indeterminate and
performative. 

Such writings don’t seek to explain,
analyse or legitimate, but rather to
disrupt discursive conventions and
enact the movement of a precarious
and continually evolving meaning-in-
process. The conventional task of
critically writing about one’s subject is
superseded by an engagement that
enfolds the encounter into the mode
of address and becomes a ‘writing
with’ which seeks to come close rather
than maintaining the perspective of a
distanced observer.
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8 Future forecast

If voice can disrupt our sense of the
visual, then so too can touch. Not
touch in opposition to vision, as
suggested by an often-perceived
dichotomy between the two senses,
but a more subtly nuanced
conceptualisation played out through
different registers of tactility. A sense
of tactile disturbance is present in
many works by artist Mona Hatoum,
where the physical presence of the
viewer is implicated in a play on the
tension between distance, which
causes forms to appear stable, and
proximity, which reveals an element of
danger or instability. Drawing the
viewer in close, The Light at the End
(1989), like a number of Hatoum’s
works, suggests both physical and
psychological proximity to a sense of
danger and unease. Walking into a
darkened space, we completely lose
our bearings as we are unable to see
and unable to feel the walls on either
side. As we move forwards a light at
the end gradually becomes discernible,
and with arms outstretched we walk
slowly towards it. On almost reaching
the light however, we start to feel the
heat emitted and sense an impending
danger. While our initial encounter
with the work, as well as its title, sets
up an expectation of optimism, this
feeling is soon disrupted as we move
closer and realise that what we are
approaching is in fact five live electric
elements. Violence and danger are not
just inferred, but are actually present
within the work, arousing conflicting
emotions of attraction and repulsion. 

Engaging with a sensuous materiality
and with the unspoken knowledge we
hold in our bodies, Hatoum’s works

often evoke a response that is
simultaneously intellectual, emotional
and visceral. Recollection (1995), was
made as a site-specific intervention for
the exhibition ‘Inside the Visible’3, and
took place in the main meeting hall of
the Beguinage – a medieval secular
convent where women had lived and
worked apart from mainstream society
– in the Belgian town of Kotrijk. At
first glance the room appears empty
apart from a small table at the far end.
The viewer is compelled to spend time
with the work, and after a while tiny
hairballs scattered over the floor
gradually become discernible and,
walking through the space, one’s face
is very lightly brushed by single
strands of hair hanging from the
ceiling. The title of the work refers not
only to the presence of the past, but
also to the material defining this
installation – the artist’s hair – which
she had collected over a six-year period
from combs, brushes and bath plugs. 
Recalling cobwebs and balls of dust in a
room that hasn’t been entered for many
years, the precarious and ambiguous
materiality of this work simultaneously
moved some viewers and repelled
others. Re-installed in another space, in
a contemporary gallery setting, many of
the work’s resonances are lost, but here,
as the writer Guy Brett has noted “it
would be hard to imagine a more fragile
manifestation of a human presence in
space… or an occasion where eyesight
was more delicately – and disturbingly –
interfered with by the sense of touch”4.

How might the sense of touch propose
ways of approaching, engaging with
and responding to artworks and the
workings of art? Drawing close to the

works she writes with rather than
about, writer and theorist Peggy
Phelan5 has described her desire to
bring to her writing the affective
experience of art: “I wanted to create a
responsiveness within my own writing
that was not about entering the body of
art in a sense of phallic penetration,
but that was more of a falling”. The
sensation of falling evokes a ‘letting go’
and an approach that is based not on
the penetrative gaze but on direct
contact, immersion even. While there
is a suggestion here of an inadvertent
engagement, this is not to imply a
passivity, but rather an opening up, an
active receptivity, which involves a
power to be affected, a capacity for
being moved. The immediacy of
contact does not necessarily lead to a
more direct, unmediated knowledge,
but may suggest an attitude of ‘not
knowing’. Touching need not be a
grasping, a grabbing, a taking hold of
in order to possess, but may be a gentle
seeking caress. Approaching the art
object as something that remains
ungraspable involves the recognition
that any notion of fixed meaning will
continuously elude us, and alerts us to
the potential of ‘thinking otherwise’.

A sense of critical improvisation, of
meaning being constantly produced in
the moment, is discernible in the
practice of Gabriel Orozco. By activating
a space or an object, or drawing us
towards something that has been
transformed and then abandoned,
Orozco’s works often exhibit a joyful, yet
considered playfulness through which
the most ordinary materials have been
imaginatively mobilised. Piedra que cede
(Yielding Stone, 1992), a plasticine ball,

By drawing near and encountering 
an artwork as an engaged participant
rather than a distanced observer, 
we cannot remain untouched, and 
a readjustment in our own position
may be required.

Rohini Malik Okon
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its weight exactly that of the artist, was
rolled through the streets of New York
picking up and incorporating particles,
debris and the imprints of the surfaces
along which it travelled. When it was
put on display it collected the
fingerprints of gallery visitors, while
Pelota ponchada (Pinched ball, 1993) is a
punctured football, abandoned in the
street, which becomes a receptacle for
rain water; a commonplace object of
play has been transformed and now
calmly reflects the sky.

Inviting us to come close to his
working process, we are able to discern
the improvisatory, even ‘accidental’
nature of Orozco’s practice, as he
captures an instant of perception and
communicates it to us. We sense his
delight in La extension del reflejo
(Extension of reflection, 1992), a
photographic record of the watery
rings he created on the road after
riding his bicycle through a puddle,
and in this as in other photographs
which recall a fleeting moment, the
transitory state of animation is
somehow retained. Aliento sobre piano
(Breath on piano, 1993) captures a
patch of condensed breath held forever
on the glossy surface of a grand piano,
evoking the delicate vibration of a
moment held perpetually in
suspension. As writer Jean Fisher
notes, “the work is sometimes so
discreet that it almost seems not to be
there – the inattentive might easily
miss it; yet it insists as a quiet presence
inhabiting, rather enigmatically, a
space and a moment of negotiation
between the world and the viewer”6.

Orozco’s playfulness may also be
witnessed in works that take the form
of actual games, often calling for the
active participation of the viewer.
Inviting us to encounter the supposed
familiarity of an established game, the
artist confounds us by subtly changing
the rules and disrupts our sense of ease
by altering structures in an oblique
fashion. For Ping Pond Table (1998) he
transforms the shape of a ping-pong
table, doubling it as two rectangles
cross each other, and placing in the
centre a lily pond, rather than a net,

into which many balls may fall. Oval
with Pendulum (1996) is also a work
involving a transformed table: here a
rectangular billiard table becomes oval,
there are no corners or pockets, and a
pendulum ball hovers, suspended a few
millimetres above its centre. 

Coming in close does not necessarily
yield greater clarity, for on entering a
space of proximity and engaging in
interactive exchange we may be
provoked into momentarily stepping
outside of our own parameters. By
drawing near and encountering an
artwork as an engaged participant rather
than a distanced observer, we cannot
remain untouched, and a readjustment
in our own position may be required. 

Rohini Malik Okon

1 Trinh, T Minh-Ha, ‘Cotton and Iron’, in When the Moon
Waxes Red, London: Routledge, 1993, p23

2 Sarat Maharaj, ‘Xeno-Epistemics: Makeshift Kit for
Sounding Visual Art as Knowledge Production and the
Retinal Regimes’, Documenta 11 Catalogue, Hatje
Cantz, 2002, p72

3 ‘Inside the Visible: An Elliptical Traverse of Twentieth
Century Art in, of, and from the Feminine’, devised by
the Kanaal Foundation, Flanders, and shown at the
Institute of Contemporary Art, Boston and the
Whitechapel Gallery, London, 1996

4 Guy Brett, ‘Itinerary’, in Mona Hatoum, London:
Phaidon, 1997, p75

5 Peggy Phelan, In conversation with Irit Rogoff, in David
Burrows and Henry Rogers (eds) Making a Scene:
Performing Culture into Politics, Birmingham: ARTicle
Press, 2000

6 Jean Fisher, ‘The Sleep of Wakefulness’, in Vampire in
the Text: Narratives of Contemporary Art, London: inIVA,
2003, p110 (first published in Gabriel Orozco, Kortrijk:
The Kanaal Foundation, 1993)

Accessibility does not
come through populism,
accessibility comes
through more interest
and more knowledge.

Daniel Barenboim, Lecture 1:
In the Beginning was Sound,
Reith Lectures 2006, 
BBC Radio 4
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The romantic English poet Shelley, in
his 1821 tract In Defense of Poetry
purported that, “Poets are the
unacknowledged legislators of the
world”. He implied that the poet
should have a practical influence on
the social, political and intellectual life
of society and its people. He was an
activist as well as a poet.

Nowadays, poets never make it onto
the bestsellers list and most poets
make a living doing something else in
their life. Can the artist (of any art-
form) of the 21st Century make such
claims of his/her role in society? Of
course, there are many artists who do
other jobs to support themselves – I
know of artists who are librarians, who
work in social care, bookshops, the
health service, cleaners, the building
trade, teaching, advertising. Artists are
engaging positively in all spheres of
working life.

However, for many it is a
schizophrenic life, a means to an end,
and should any of them win the
lottery, they would gladly give up their
daytime job to focus on their practice,
and live it up a little. Many are
pragmatic about their roles, and those
that want to make a living as an artist
are required to adapt their skills and
aesthetic to external forces, whether
that be the market or cultural policy
diktat from central government and its
funding agents.

The Future forecast series of think
tanks, debates and publications – in
print and online – have been probing
further into the question: what is the
role of the artist in the 21st century?
What contribution does the artist make

to social, cultural, intellectual and
economic life? What exactly is the
relationship between the artist and
public life. The discussions have gone
beyond the narrow engagement of the
artist’s output (the object, the physical
entity) being placed in a museum or
gallery and a generic audience coming
along to see it.

The debates have explored public
commissions, residencies where the
artist is required to promote the active
participation and involvement of
particular communities or
social/cultural groups, and of course,
to develop new audiences for the arts.
And there is money to do this, lots of
money that is secured from local
authorities, health authorities,
social regeneration agencies, 
trusts and foundations and arts
councils.

In 1996, James Cornford, then
director of The Paul Hamlyn
Foundation, described this strategy
coming from all quarters as
“centralised philanthropy”, particularly
with the advent of lottery support for
the arts. What used to be the domain
of philanthropy is now a central
feature of government policy.

So, how are artists and arts
institutions affected by this burden of
being the saviour of mankind? The
evidence gathered by Future forecast is
a collage, a Burroughs-esque cut-up of
statements, case studies, polemic,
voices, and images that does not take a
position. Readers are required to think
and engage with the different points of
view and narratives and find their own
solutions.

Munira Mirza, in her keynote
presentation at the final Future
forecast think-tank in March 2006 and
in her introduction to a new
publication Culture Vultures: Is UK arts
policy damaging the arts? asks what
evidence is there that the arts can
transform our society? “We may have a
government that calls for ‘evidence-
based policy’ but as its support for the
arts demonstrates, they don’t have
much of a leg to stand on.” She also
asks: “whether the freedom of the artist
is compromised by these extra
demands”.

However, many artists do seem to be
happy to take on these demands, to find
their voice and audience by negotiating
through the demands of cultural policy.
The artist Michael Goodey gives a brief
case study in Future forecast: Outer space
of how he produced ten public art
works that were funded by Arts Council
England (ACE), in partnership with
firstsite: contemporary art Colchester
and Colchester Borough Council, based
“on the lexicon of international road
traffic signage”. He states: “the project
combined art and cycling and tourism.
Partnership working was a culture
shock. It took several months just to get
used to working with a team that
included local authority officers and
cycling enthusiasts but the end result
was ultimately satisfying… One of the
local authority park rangers we worked
with said he had worked on the edge of
Colchester for several years but had
never bothered to look at the view [the
signs depict well-known views of a
seventeen-mile-long cycling route
around Colchester], he had never made
that connection.”

UNACKNOWLEDGED LEGISLATORS?
Manick Govinda on the relationship between artist and society.

Both artist and audience are exploited or strait-
jacketed by cultural policy or regeneration that
demands that this experience be measured,
quantified, justified and results oriented. 

Manick Govinda
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This commission is a successful
public art project, inviting its audience
(cyclists, ramblers, etc) to look at their
landscape with fresh eyes. It added
something to the experience of the
natural landscape. It didn’t proclaim to
transform people’s lives, but it is
engaging. However, not all public art
is successful, particularly when it
comes to ambitious public art
buildings. The ostentatious-
architectural dream buildings planned
to engage the people with art in
economically deprived areas like
Margate (Turner Contemporary) and
West Bromwich (The Public) are
expensive regeneration disasters,
running up to £52 million pounds in
the case of The Public, and no doubt
millions already spent on the planning
of the Turner Contemporary. Using
the arts as a magic wand to cure social
disadvantage, in these examples, will
inevitably alienate the public [sic] to
art, and artists will feel used, their
genuine desire to engage with people
exploited by shallow ’service delivery’
thinking imposed on arts groups by
regeneration strategies. Clearly work
that engages with the public needs to
be humbler. What’s wrong with just
giving people an interesting
experience, food for thought and some
pleasure? The artist could do with
some of that too! As Jane Watts states
in her introduction to a-n Collections:
Reflections on networking, ‘trust’ is
paramount in any relationship, and it
doesn’t need countless monitoring
forms and reports to prove this
relationship.

Artists have found their own means of
engaging with people. The un-funded
artist/curator group The Centre of
Attention project ‘On Demand’
commissioned Oreet Ashery, The
Guerilla Girls, Ben Morieson and
Eileen Perrier and Markus Vatur to
create works that would be brought to
your home to view, experience and
discuss. This wasn’t a case of the artists
as do-gooders. It was asking important
questions about the art object, the
context of experiencing art, the pleasure
principle, the sometimes
disappointment of art (see Future
forecast: Curated space, and

www.thecentreofattention.org).
Richard Layzell, in Future forecast:
Social space, feels that the concept of
audience no longer works for him.
The French philosopher, Nicolas
Bourriaud, has coined the term
‘relational aesthetics’ for what he sees
as a growing art movement of the late
20th/early 21st century. Artists like
Layzell, The Centre of Attention and
many others featured in the Future
forecast series are breaking down the
boundaries between the traditional
relationships of art and audiences:
performativity and interaction are the
signposts to a future practice. There is
a worry here that too much of this
kind of practice can be a little tiring.
Sometimes the public does want to
just consume, be passive, sit back and
enjoy. The 21st century is a whirlwind
of activity, inter-activity and
negotiation. New media art and
contemporary performance practice
are pushing the boundaries of this
relationship, as more and more artists
are side-stepping black box and white
cube spaces. Artists want more control
over their practice, their relationship
with the audience and less mediation.
Podcasting – mobile technology are
potent media to engage with art/artists
and live performance that has a direct
relationship with the spectator
through a one-to-one encounter – is
increasingly becoming the strategy for
making work.

The company I work for, Artsadmin
runs a unique artists’ bursary
programme for early and mid-career
artists working at the cutting edge of
contemporary performance practice.
We received 280 submissions from
artists pushing the boundaries of art
practice, against a tiny budget
allocation of £43,000. One thing I
observed in assessing these
submissions was the growing need by
early career artists to engage more
with social and political issues, more
so than the older generation of artists.
Many of them want to engage with the
audience beyond the traditional stage
or object-related white cube space.

There is no reason why
the response should not
be extraordinarily
diverse. Such diversity of
response is difficult to
assess in bureaucratic
terms. 

Anthony Howell, Future
forecast: Curated space
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Bursary recipients such as Evangelia
Basdekis who raises questions through
her research and practice about body-
based performance practice 
and political torture 
(www.franko-b-mentoring.co.uk
/evangelia_basdekis.htm). Yara El-
Sherbini explores humour, as a tool for
social agency (Avoiding dark Ali’s,
Sheikh ‘n’ Vac) that confronts media
stereotypes of ‘Middle-
Eastern/Muslim/Minority’ subjects.
Joanna Karolini engages with the
reality of people who do ‘dirty jobs’ for
us, migrant workers who work as
cleaners in public and domestic
spaces. Katherina Radeva will
investigate her Bulgarian culture
within the context of the country’s
imminent inclusion within the
European Union. 

The creative and social research these
artists will undertake will inevitably
lead to work that doesn’t only want to
engage with audiences in gallery
spaces (this is still an important space
for artists), but also in public spaces.

The future indicates that artists are
engaging with big issues and they
need time, space and money to pay
themselves and buy much needed
materials, equipment and travel, for
open research and development of
work, with no strings attached. What’s
the public benefit? Who knows, but
from the evidence of the artists whom
I’ve engaged with, no one wants to
work in a vacuum, or in the confines
of a solitary studio block and neither
do they want to be parachuted into
badly thought out residencies that do
not engage meaningfully with their
users, members or audience. Critics
also need to get out of the comfort
zones of the wine and canapé private
views and start writing about work
that’s happening in unconventional
spaces and contexts.

Smaller, flexible, modest buildings and
spaces that already have a strong
infrastructure of artists and artist-
friendly administrators/managers, that
eschews trendy management models
will be finally recognised as the way
forward – small is beautiful – rather
than imposing costly superstructures.
Think of the successful small- to
middle-scale galleries – The Café
Gallery in Southwark Park and the
South London Gallery – in difficult
areas, yet presenting stimulating work
with a strong education programme as
good models of practice. Small is
beautiful.

So, are artists the unacknowledged
legislators of the world? Yes, I think
they are; but no longer are they the
solitary lofty romantic. Their
involvement in all spheres of activity
means that they can have an influence
over our lives, inspiring and
provoking, through direct reciprocal
encounters – it’s a two-way journey.
But along that journey both artist and
audience are exploited or strait-
jacketed by cultural policy or
regeneration that demands that this
experience be measured, quantified,
justified and results oriented. Such
imperatives can only lead to cynicism,
bureaucracy, tokenism and lip service
rather than genuine engagement. “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?” 

Manick Govinda

1Louise Short, Future forecast: Curated space
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The organisation – and I use the term
loosely – that I am part of has been
around for five years, and grew from
other organisations that were set up at
least five years before that. I had a
conversation with someone from
Germany recently who said that the
lifespan of an artist-run space should
be about three years. I know young
artists in Manchester – good friends –
who have used the term ‘past its sell
by date’ in reference to our five-year-
old space.

When I discussed my presentation [for
the Future forecast: Future space
think-tank] with Susan Jones (Director
of Programmes, a-n The Artists
Information Company) we talked
about the differences in perspective
between the early days of an artist-run
project and one which is mature. I find
the word ‘mature’ more pleasing than
the other term.

But I guess both interactions signal 
the transition from being the young
artists in a city to supporting the 
young artists (or at least hoping to).
And this changes the meaning of
artist-run.

But, while the younger artists we work
with might perceive a different
relationship with the gallery from
those we were working with ten years
ago – now that we are long-established
and not their contemporaries –
practically, for them, I don’t believe the
process is that much different. 

This think-tank is about the spaces that
artists work in, and our gallery is one
of those spaces. I’m going to illustrate
how that sometimes
happens with some images of an 
artist working.

Image 1
This is the private view invitation card
for the exhibition by Oliver East at the
International 3 in 2003. East is an
artist who lives in Manchester. I don’t
think he has a studio. We
commissioned him to make a new
work which would exist as a
publication, and paid for the
production of another work which he
had proposed to me about year
previously.

Image 2-3
Here we see the artist making 
work in the workspace. Which in this
case is the gallery. In this particular
part of the exhibition, which is
perceived (and conceived) by the
artist as a whole, we see East
demonstrating a method of getting
water from a fish.

Image 4
The fish is hung up over a pan, and
fresh water will drip from it. 

East read about this in an old book he
found: How to Stay Alive in the Woods
by Bradford Angeir, published in 1956.
The title of the show, ‘Tidbits for old
time trappers,’ was one of the chapter
headings.

He bought the fish from a shop in
Manchester on his way to work. He
works in a bar, and whilst he was at
work he stored the fish in an ice
bucket, which he used to transport it to
the gallery. He had brought a ground
sheet and pan from home, and bought
fishing line and a hook, which I helped
him to hang from the ceiling of the
gallery. He then attached the fish to
the line and made a few adjustments.
It took a few attempts – the line broke.

This is not a performance; he did it
before the gallery opened. He had to
renew the fish every couple of days. 

Let’s look at another part of the
exhibition.

Image 5
As we can see, East’s working space for
this particular piece was a field in
Stretford, Manchester.

Image 6
In the work the artist’s aim was to read
a book to some cows. Doctor Dolittle
was the book. He describes the work as
a performance, so the work is actually
what takes place in the field, though
the only witnesses were the cows and a
video camera set up on a tripod. The
exhibition he regards as the
presentation of documentation of the
performance. I don’t know if I agree
with him about these definitions, but
I’m not sure it’s important.

ARTISTS’ WORKING SPACES OF THE FUTURE
Martin Vincent of International 3 on how artists work in the gallery space.

1 2 3 4
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Image 7-8
He noted down the events of each
day’s reading and produced a text
which was put on the gallery wall. We
had the vinyl lettering made to the
artist’s design. Videos were shown on
four monitors.

The work was assembled from its
constituent parts in the gallery, as is
common practice.

Like most artists, even in making a
work in a field, East was eventually
forced to move out of his working
space, and had to move on to pastures
new.

The publication East made was titled
Allemansretten. It’s a Norwegian word
to describe the right to roam across the
countryside, and to pitch camp for a
night anywhere, provided you are
more than one hundred and fifty
metres from the nearest human
dwelling. East went to Norway for
three weeks to try it. He noted down
each day’s events and the result is this
book.

So the work took place in a number of
fields and woods in Norway, and the
notes were typed up in England, Alan
Ward at Axis Graphic Design made it
into a book, (taking a much reduced
fee to keep it within the £3000
budget). There are five hundred copies
of the book, it is published by i3
Publications, which is the imprint of
the International 3, and is distributed

worldwide by Cornerhouse
Publications. All these details are
important, I believe, because this is all
part of the artist’s practice, of how the
work is made. It’s not a case of the
artist beavering away in the studio, and
then the work’s done and sent into the
world. It never has been, even for
those practices referred to as ‘studio
based’.

We paid East a fee of one thousand
pounds, and we paid his expenses to
go to Norway. That does not nearly
cover the time he put into these
projects. 

I wouldn’t say Oliver East is typical of
the artists we exhibit, but he’s not
unusual. Every part of what I’ve talked
about has to be taken into
consideration if we want to talk about
planning future work space.

I’ll return now to the discussion of
artist-run, and what that means. When
we first started organising exhibitions
it was because we needed to change
things. We organised shows to make
ourselves visible, to put Manchester on
the map as a place where art was
made, to build our own critical
community.

That’s still a large part of the
motivation, though it became
increasing refined as we found
ourselves on the map. For the first
couple of years we viewed every show
as a stepping-stone, we are now more
focussed on the particular needs of the
artist. So Oliver East’s show is not seen
so much as instrumental in our
schemes as it would have been a few
years ago. He doesn’t have to concern
himself with that agenda; he just has
to be a good artist. He doesn’t really
have to know that we are an artist-run
space.

So while we are described and describe
ourselves as an ‘artist-run space’ that
doesn’t necessarily reflect any
difference in the way that artists work
with us either on the surface or on a
structural level. We provide what any
other gallery should provide: the same
shows could be put on in our space
without any of us being practicing
artists. But maybe there is a greater
understanding of what happens
between the suggestion of the show
and the opening.

Here’s how a couple of other artists
have made work we have exhibited at
the International 3.

5 6 7 8
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Image 9-10
Colin Lowe and Roddy Thomson, they
no longer work together, but they used
to have a studio and make work, which
is where part of this show was made,
but the raft in the middle was part on
an entirely different working process.
They made it at Grizedale.

They burnt the wood in a charcoal
burning type way, they had the crows
stuffed by a local taxidermist.

They assembled the raft and exhibited
it at Grizedale. And they left it there at
the end of that project. To put it in the
show at our space, I collected it from
Grizedale in a van. And then I drove it
back to Grizedale after the show was
over, where I expect it still is.

Image 11
This is another artist, making his work
at the International 3. 

We commissioned Bob Smith to paint
a sign for the gallery. He made it on
site, working into the night (it was
November).

Image 12
Lali Chetwynd did a performance at
the International 3 in November 2003.
‘An Evening with Jabba the Hutt’.

One function of a space like ours is to
have artists such as Chetwynd to do
things like this just because we can.
This project was brought to the gallery
by a young curator, Daniella Watson.
She told us it would be great, and that
was good enough for us. We don’t
have to justify the presence of this
performance with reference to any pre-
arranged programme or audience or
strategy – though we can easily do all
those things if anyone asks. Artists
can’t make work like this in more
established spaces until the artists
themselves are more established
(which Lali Chetwynd now is, and
hence does), because they require the
host to trust an artist with little track
record. 

I think there isn’t really any need to
extrapolate on the working space
required for Chetwynd’s work, it is
obvious that it is complex. The point,
again, is that if we’re setting ourselves
up as cultural planners looking at the
working spaces of the future, practices
which are not easy to locate, like
Chetwynd’s and East’s, might be a
good place to start.

Martin Vincent.

First published August 2005 on Future forecast:
Future space virtual think-tank on www.a-n.co.uk

9 10 11 12

The project was brought
to the gallery by a young
curator. She told us it
would be great, and that
was good enough for me.

Martin Vincent
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POTENT SPACES OR VANITY PUBLISHING 
Sara Wajid on guest curating at Book Works.

Listening to everyone talking about
the fine line a curator delicately treads
based on years of training in the fine
arts, I suddenly see myself as guest
curator at Book Works like a drunken
gate crasher at a fancy party, spilling
drinks, jostling people and dropping
snacks. I must’ve appalled certain
people by stomping around in total
ignorance of the artists’ book
tradition; I don’t have a visual arts
background.

My post was described as guest editor
/ curator and I saw curator as the ‘not
me’ option like ‘male’ in the male /
female box on a form. I was pretty
much an accidental curator, I
certainly wasn’t attracted to the guest
editorship at Book Works primarily
because I wanted to work with artists,
but because of Book Works’ status as
an experimental and independent
publisher and the nature of the
platform they could offer. If anything,
I tried not to think too much about
the fact that I was going to work with
artists as I’d only ever worked with
writers up until then – ‘how different
can they be?’ I told myself. I’d come
to Book Works through being an
editor and commissioner of writers,
editing a magazine about multi-
cultural arts and media and then
‘curating’ archive material about
migration to England for exhibitions.
The art world and artists were a
deeply foreign world.

Shortly after joining Book Works I
realised how foreign, when I failed to
recognise Jeremy Deller at a Book
Works function… after I had been
introduced to him… the day after he
won the Turner prize… he was doing a
publication with Book Works at the
time. Like I said, an accidental curator.

As independent publishers Book
Works harness a blob of the power and
cultural capital in the art world for
their own agenda. In turn, as a guest
editor I was being invited to harness a
bit of their hard-won capital for my
agenda. Guest editorships can be quite
loaded, in a sense you’re being invited
into someone’s safe space and asked
by them to mess it up deliberately
while they watch. (This editorship even
more so because it was a decibel
initiative and I was there to diversify
the editorial team.) When I first
started, I often thought of Stuart Hall’s
point about borrowing platforms from
those with more power than you: “You
have to keep asking yourself? Are they
in your mouth or are you in theirs?” 

In part I found myself at Book Works
because of my frustration with the
limited options for exploring race in
other spheres of the public domain,
namely, media and heritage. My
experience seemed to offer two bad
choices: say something very simple to
many people or something highly
specialised to a tiny and rarefied

audience. Book Works seems to have
cracked a way out of this silencing trap.
Affordable challenging art produced
with almost no regard for commercial
imperatives but using commercial
platforms to reach the widest possible
audience. Their books manage to
circulate simultaneously above and
below the radar, more akin to an
underground e-zine than exhibitions or
books.

Jane Rolo, the director of Book Works
is the editor for most books and the
commissioning process is broadly
down to her personal taste. Once
someone is commissioned I think she
sees her role almost more as a
production manager of the book rather
than an editor in the journalistic or
literary publishing sense. 

Come to think of it that’s broadly the
model I followed with the two artists I
commissioned, Yara El-Sherbini and
Usman Saeed (who collaborated on I’ll
Get my Coat with writer Sukhdev
Sandhu). Once I commissioned them I
attempted to ‘edit’ them, the way I
might a writer, establishing a broad
thematic subject for the project – in
this case, imagining a Muslim
vernacular in the English language and
landscape – suggesting inspirational
source material around the subject etc.
They both, in their own way, were
extremely resistant to my editorial
steers. In effect El-Sherbini embarked

The artists are most certainly paid a
smaller fee than the graphic designers
for their creative input. 

Sara Wajid
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on a different but related project idea
and Saeed valiantly soldiered on but
would’ve preferred my editing (or
curating) to have stopped at the first
commissioning meeting.

I totally failed to edit / curate the artists
really. But I had to ‘do’ something with
my time, so I reverted to type and
involved a writer, the film and literary
critic, Sukhdev Sandhu. Then editing /
curating as I understand it began
again. In fact it was a more full-
blooded creative involvement than I’d
experienced on any writing projects.
We all went on five walks together in
various locations as research for one of
the books and one of the walks was
very personal to me, a trip to the
Muslim cemetery where my father is
buried; one chapter of the book is
devoted to that walk and the
conversations we had by the graveside. 

Production is only one side of curating
and editing though, the other is critical
reception, audience development,
publicity, distribution and sales. In a
discussion paper Manick Govinda
circulated he said, “No artist wishes to
make, show or circulate work and not
have anyone see it.” But having just
‘anyone’ see it isn’t good enough
either, at least not for artists’ books. 

John Miller writes in Put About: A
critical anthology on independent
publishing: “It is one of the paradoxes
of artists’ book publishing that a form
that could, potentially, be so broad,
ultimately has a narrower following
than painting and sculpture. I suppose
that artists – and by extension,
publishers – always ask people for
their most precious possession,
namely their time.” 

Given that the books sell for around £7
it seems like an amazingly democratic
and artist-centric form. But if only
1,000 copies are produced and they
sell in the ICA bookshop (or some
such) to people with a minimum of
three degrees each who have read a
review in Art Monthly, how democratic
is that? Add to that the knowledge that
the artists are almost certainly paid a
smaller fee than the graphic designers

for their creative input. It would be
simplistic to say it’s an elitist form;
Maria Fusco who edited the above-
mentioned Put About refers to the
“limited but potent sphere of
influence” of independent publishing.
Moreover, everyone involved,
particularly the artists invest a huge
amount because they appreciate how
precious the platform is and the kind
of channels and eyes the books
(hopefully) will reach – so a far cry
from vanity publishing too! In fact it’s
the nature of the distribution and the
audience that defines an artist’s book
as much as anything else. I still can’t
decide if I’ll Get my Coat is one, I
suppose I’ll know when every copy has
found its reader. I wonder sometimes
if I hadn’t produced these books
whether they would have found me as
a reader given the channels (literal and
cultural) they flow through.

Sara Wajid

First published in November 2005 on the 
Future forecast: Curated space virtual think-tank
on www.a-n.co.uk, following her presentation 
at the event.

Those in power – including
politicians, business leaders, and
others – need to listen to what artists
in the community are telling them, as
they can articulate, even define, the
state we’re in. 

Jonathan Freedland, Future forecast: 
Outer space
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CLIMATE CHANGE
S Mark Gubb on the economic and ecological implications of artists’ practice.

‘We could have saved the Earth, but we
were too damned cheap.’
Kurt Vonnegut, Jr.

As artists we tend to find ourselves in
the enviable position of being slightly
removed from the rat race. Early
meetings sometimes put us alongside
commuters on trains, allowing us to
revel in the absence from our lives of
the day to day grind of
‘target/action/delegate’.

This doesn’t, however, remove the
economic and ecological implications
of what we do for a living. It’s easy to
forget that artists are as much a part of
the problem as we are a part of any
solution. We live in a time when what
we do will have a direct effect on what
state the planet will be in for our
children and our children’s children.

In our lifetimes, it is very likely that we
will see water levels rise beyond that of
dry land in central London turning the
tidal river valley of the Thames back in
to exactly that. These are no longer
nightmare tales from science fiction,
but science fact.

When we talk about art in terms of
political and social activity, it’s generally
a specific group of artists who come to
mind, who make this kind of activism
the focus for their work and subject
matter. Looking beyond that, in broader
terms, and with much wider
implications, we can all be seen to be
having a direct impact, for good or bad,
on the social, political and ecological
make up of our society and planet. You

are responsible, whether you like it or
not; an idea that doesn’t sit comfortably
with many people.

If someone accused you of being
directly involved in oil production or
responsible for global warming, you
would probably be somewhat affronted
and confused, but both of these are,
quite literally, the case (don’t worry, I
will explain).

One example is the fact that BP
sponsor the National Gallery. The
whole time BP continue to sponsor the
arts, we continue to engage with the
arts they sponsor and to make the
work which gets exhibited in the
spaces they sponsor, we are directly
involved in the production of oil. We
are no longer simply consumers, but
are part of a much bigger problem. BP
needs the sponsorship deals in order to
create the social and, crucially,
governmental support for its core
business of extracting oil and gas –
without the engagement of artists in
the BP Portrait Award, it becomes
more difficult for it to conduct this
business. To illustrate this point, think
how much more difficult it must be for
cigarette companies sell their products
than it was a decade ago – they are
hampered by restrictions on
advertising and their ability to sponsor
cultural institutions. The National
Portrait Gallery now refuses tobacco
sponsorship, back in the 80s British
American Tobacco sponsored the
Portrait Award. This may be somewhat
over-simplifying the issue, but the core
of this argument cannot be denied.

Artists love to be seen as international;
funders like to be supporting
international exchange; galleries like
to be part of an international scene…
but have the ecological implications
been considered? 

S Mark Gubb

An increased awareness of the
backgrounds to corporate sponsorship
is something that needs to be
examined and then negotiated by
artists, depending on individual ethics
and politics. It is not acceptable just to
take the money and run. Everybody
hates McDonalds and Nike, but if they
were to suddenly start pumping money
in to the arts, which side of the funding
divide would you find yourself on? 

Courtesy of a presentation at Future
forecast 2006 by Platform’s
(www.platformlondon.org) James
Marriott, I am now aware that BP and
Shell are both based in London,
making London the primary ‘oil city’ in
the world. The UK is responsible for
2.5% of global CO2 emissions and
London’s CO2 emissions alone are
equivalent to those of Denmark.
However, BP, as a company, are
responsible for 5% of the world’s entire
CO2 emissions. At what point does
this stop being London’s responsibility,
as all of the decisions that are
responsible for causing these
emissions are taken in London itself?
(See www.artnotoil.org.uk to get
involved in the debate about the
damage that oil companies are doing to
the planet, and the role art can play in
counteracting that damage.)

Platform’s approach is extremely
varied. In their work, being the artist
may well be the work, with the by
products of this activity taking the form
of books, lectures, monuments, walks
and any number of other different
forms. An ongoing series of projects
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We need to move to an
understanding of society
as a complex and
unpredictable web of
networks whose
members are influenced
by each other’s
behaviour. 

Angela Eagle MP, A deeper
democracy: challenging market
fundamentalism

called ‘90% Crude’, are described as
”an indefinite enquiry into the culture
and impact of transnational
corporations”. This series of projects
throws up a dizzying breadth of
information pertaining to the
economic, ethical and ecological
impact of activity within the City of
London.

Whilst the projects provide a ‘live’
point of contact with this information,
this ongoing body of active research is
documented on their website and
made available through a range of
activities including publishing, lectures
and courses.

They are also very interesting in their
approach to the group’s economics. By
their own definition, Platform are
‘artist-led’, though many of them are
from quite different professional
backgrounds, professions for which
you can get paid a good wage; so the
fact that they are hitching their wagon
to an ‘artist-led’ culture doesn’t mean
that they are prepared to take a cut in
salary, leading to a glorious group
dismissal of the, self-propagating,
fallacy, ‘it’s worthy, I’m an artist,
therefore I should expect to do this for
love’. In the increasingly cross-
disciplinary world of the visual arts,
maybe this approach and attitude will
go some way to help parity in pay for
artists. 

Free Soil (www.free-soil.org) is an
international group of artists who deal
with environmental issues in art and
our immediate surroundings, but
describe their approach as that of a
‘garage band’ compared to
international green organisations. We
can all dream of having a direct
influence on government policy, and
some artists do, but for most of us the
reality is that we can, at best, hope to
make changes in our immediate
environment and community; no less
an achievement when one project
turns in to three or four, or people
influenced turn in to ten or twenty.

Free Soil takes a deliberately low-tech
approach to their projects, bringing
together the, largely, European

tradition of socially engaged practice
with USA land and community art. A
part of free soils work is international
exchange of related ideas and learning.
Being from different backgrounds and
cultural fields this also means
translating ideas into local contexts. As
an example there is no word in Danish
for gentrification. It could be argued
that this creative act is as powerful as
any project they might choose to run;
giving people the language they need
to discuss these things.

When buying vegetables form the
supermarket, how many of us think of
where they have come from and the
ecological impact of the growing
process and transport of the
vegetables?

FRUIT was a Free Soil project,
“disseminating ecological awareness
via fruit”. The purpose of the project
was to raise consumer awareness of
every stage involved in the production
of fruit. Free Soil produced their own
version of the individual, tissue paper
wrappers that fruit comes wrapped in.
On theirs, however, is information
about food movements, transport and
urban farming; a way of carrying the
information through the food chain
and in to the hands of the consumers.

Things are having to change. It’s no
secret that these changes are usually
brought about through practical or
economic considerations, as opposed
to any ecological consideration, but a
positive consequence is a positive
result. One such example is cinema;
technology that has remained largely
unchanged since it’s inception in the
late 19th century. When a new film is
released, hundreds of copies of 35mm
films need to be produced. The only
way these can be moved around is by
land and air; each print travelling
thousands of miles, leaving a trail of
CO2 emissions and degenerating in
quality as it goes.

The digital age now means that one
copy of a film can be stored on a
central exchange point, then as
cinemas come to screen the film, they
can download the movie to their local
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server and projector. No more loss of
quality. No more driving and flying big
cases of 35mm films around. Of course
there are still massive implications in
the multi-million pound circuses
involved in the production of any film,
but at least one area is becoming less
of an issue.  Cinemas have realised
that to move with the times might
mean the end of an era, but will
increase the ease with which films are
distributed, the quality of the viewing
experience, their ecological impact on
the planet and, most importantly one
suspects, their profits. 

I once had a conversation with a record
producer, who was marvelling how
things had changed in a comparatively
short space of time. Previously when
recording abroad, he would have to
securely ship boxes and boxes of three
inch thick master tapes, back to the
UK for final mixing. Now he simply
packs an external hard drive in to his
luggage and plugs it in to his computer
when he arrives home.

This can be related to artists approach
to their work. Digital technology allows
us to use and re-use almost everything,
from tapes, to footage, to equipment,
without generating physical by-
products. If this can be done in the
production of our work, how can we
minimise the negative impacts of its
exhibition?

We all, as artists, want our work to
reach as wide an audience as possible
and to have our practice offer exciting
opportunities for travel. What are the
ecological implications of this?

A show or residency in a foreign
country will mean a flight and, maybe,
the separate transportation of your
work. A group show in a foreign
country means a flight and
transportation of work for ten people.
Even a meeting in the town where you
live can mean a ride on a bus or a trip
in your car.

Do we take these things we do in the
course of our practice in to account
when we consider our personal impact
on the world?

Do we take in to account the
transportation of our work, or is that
someone else’s problem?

As artists we need to be rethinking
how collaborations and international
exchange can work. Nobody is saying
that it shouldn’t take place, but how
can it be done responsibly?

‘International’ is everybody’s favourite
word. Artists love to be seen as
international; funders like to be seen to
be supporting international exchange;
galleries like to be seen as part of an
international scene. Amongst other
organisations Arts Council England
has developed an international policy
which includes a series of residencies
and exchanges. This is, of course, a
good thing for the artists involved, but
have the ecological implications of this
been considered?

I have been lucky enough to benefit
from this scheme, spending two
months in Poland. A knock on from
this was the successful application for
a bursary to invite a Polish artist to the
UK for a week. The downside, two
more flights added to my carbon
footprint, the upside, a week of
cultural exchange and an input in to
the Polish economy; a fee for the
Polish artist equivalent to almost two
months national average wage in his
home country.

We can begin to take responsibility for
activities like these through Climate
Care (www.climatecare.org). Climate
Care enables you to calculate your
personal CO2 emissions, then to
donate the sum of money needed, by a
series of schemes, to reduce emissions
by the amount you have created. One
could say that these costs should be
written in to the airfares in the first
place, but they are not. Maybe these
things could be taken in to account at
source, with funders and hosts taking
the responsibility for the actions of
their programmes? (My flights to
Poland cost me the sum total of a
£2.40 donation, each).

Most people don’t attempt to confront
these issues in their work (and why
should they?), but we are all
accountable for the underlying impact
that our practice has, what this says
about us, what this says about artists
and the culture we continue to feed.
We live in a time when everything we
do, from boiling the kettle, to editing a
video, to taking a shower, to driving to
a meeting have an effect, for which we
are accountable.

Also, where does this leave the next
generation of artists; the recent
graduates and those struggling
through the first few years of their
careers, before settling in to
‘established artist’ status (whatever that
means)?

How do we find funding when it is
scarce anyway and comes loaded with
ethical implications?

How do we develop an international
practice when we are told that it is,
quite literally, destroying the planet to
do so?

Where does the big money come from
if not, large, corporate sponsors?

Unfortunately, all of these are
questions for which the answers,
primarily, lay with the individual artist.
In taking Free Soil’s ‘garage band’
approach, we can collectively make a
difference which will impact,
positively, on the much bigger
problem.

These are very exciting times to be an
artist, with the world shrinking and the
sharing of information and ideas
becoming so much easier, but as
people who hope to add positively to
the world with what we do, we need to
consider the negative implications that
our practice has as well as the positive.

S Mark Gubb. Thanks to Nis Rømer
and James Marriott for their comments.
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AN APPETITE FOR CHANGE IN THE VISUAL ARTS
Analysis of the evidence into key areas, to inform future research and publishing.

Identifying the ‘new practices’ model
Artists’ practices are increasingly
characterised by self-determination
and personalisation, the creative
friction of working between public
services and private enterprise and
through multiple engagements across
peer networks and audiences, whilst
continuously pursuing artistic
development. 

Evidence:
• Modularisation and assignment-

based practices that underpin
secondary and art education and the
contract nature of professional work
opportunities mean that future artists
will work project-by-project, rather
than pursuing a continuous practice. 

• Higher graduate debt linked with
citizens taking personal responsibility
for pensions and protection of the
environment will impact on artists’
future  expectations of professional
conditions and remuneration.

• The complexity and diversity of
contemporary practice will impact on
traditional patronage models that
control markets through
predetermining and limiting choice
and closely prescribing hierarchies of
participation.

• Artists’ working practices will
encompass a mix of self-
employment, employment, under
employment, small business
enterprise, punctuated by
professional study as part of a
continuous professional
development, to align with family
and social circumstances.

Measures:
• Seek wide distribution across culture

and education sectors of up-to-date
examples of the many business and
social models for artists’ development,
including their multiple markets and
career routes.

• Join in with campaigns that seek
improvements to employment law
and business legislation that will
better protect artists’ intellectual
property and professional status, and
authenticate their career paths and
their social and economic value.

Valuing peer networks
To thrive, artists need continual access
to a range of peer support networks
that provide essential critical
interchange and a culture of
experimentation that drives up quality.

Evidence:
• Peer networks offer a significant

resource for co-mentoring and
professional support through
critique, and provide mechanisms to
foreground experimental approaches
to presentation and distribution of
contemporary art.

• Artists’ networks that encompass the
wide spectrum of artistic practice
offer a routes for distribution of
‘light-touch’, small-scale grants that
with peer-review provide effective
accountability for public funds.

• Technological developments offer
new solutions for virtual presentation
of artists’ ideas and work whilst
enabling multiple communications
amongst many artists through forums
and blogs, providing critical context
for practice, and deeper democracy
and artistic autonomy for artists.

Measures:
• New funding designated to nurture

new cultural leaders within arts
management should also be made
available to artists, in recognition of
their significant role as social
entrepreneurs and catalysts for
cultural change.

• Increased and consistent support to
artists’ networks that deliver peer
review, enables artists to regularly
take stock of their work and identify
development plans and training
needs, similar to opportunities
available to employees through
annual Job Performance Reviews,
acknowledging requirements for
continuous professional
development.

Redefining public accountability
New approaches are needed to address
public measurement and
accountability, as current mechanisms
place a disproportionate burden of
work on small-scale practice-driven
initiatives, are expensive to administer
and slow to respond to change. 

Evidence:
• Contemporary artists’ practice is

complex, diverse and encompasses a
range of motivations and aspirations,
with artists’ processes and art work
moving across public and commercial
environments and social agendas.

• Grant schemes that provide direct
support for artists’ changing
practices, and operate as ‘light touch’
are value for money as they maximise
public resources for practice and
minimise administrative costs.

• Government focus for arts to address
social inclusion is at the detriment of
support for the risk and experiment
that is crucial for quality within the
visual arts. 

Measures:
• Identify parameters and

measurement criteria for a new
evaluation model designed both to
satisfy accountability requirements
for small-scale visual arts funding
recipients and to minimise
administration, through self-
completion using state-of-the art
online and interactive tools, enabling
fast transfer to analysts, to
meaningfully contribute to evidence
of the impact of culture.

• Campaign for greater transparency
across the publicly-funded arts sector,
to ensure artists are amongst the first
to know about and contribute to ideas
and plans that will impact on their
livelihoods and working
environment.

a-n FF Research Findings  11/5/06  11:33  Page 22



Outcomes and issues 23

I consider myself to be working in my
own interest. I generally access public
funds or monies from private funders
with a social conscience, that is, those
that share something of my interests.

Rebecca Reid, Future forecast: Social space

Should only wealth accruing sections
of society dictate what is the most
interesting in art production and
endeavour? 

The Centre of Attention, 
Future forecast: Curated space

The light-touch approach, which so
many organisations aspire to but do not
necessarily achieve, is largely sustained
through a word which has been
mentioned to me time and time again
over the period of my research: trust.

Jane Watt, a-n Collections: Reflections 
on networking

Artists’ needs will become even more
diverse and unpredictable than they
are now… sometimes I need a studio
to make work; sometimes I need an
office, a library, or even a particular
location. And that’s just to satisfy one
artist’s needs now. 

Leo Fitzmaurice, Future forecast: Future space

I have spent over twenty-five years
working in the arts and it has meant
that artists are fundamental to my work.
I would have no job without them. 

Yvette Vaughan-Jones, Future forecast:
Outer space

Supporting location and community
Resources for regional development
and regeneration designed to support
local economies and community pride
should seek to focus on people rather
than buildings and to provide a range
of different kinds of benefits for future
artists, alongside the traditional
solutions of group studios and 
public art.

Evidence:
• Future resources for artists need to be

permeable, flexible and capable of
being individually shaped, in
acknowledgement of a trends for a
self-directed, personalised practice.

• Rather than considering them as an
endlessly renewable resource to
deliver aspects cultural policy, artists
should be valued and supported
because they are in themselves a
dynamic community that offers
platforms for heightened participation
in regional and local social and
economic development.

• Definition of what constitutes
‘shared’ resources for future artists
needs to extend beyond traditional
notions of studio buildings for
selected artists to include access to a
wide range of temporary resources
and specialist facilities that support
the diversity of artists’ practices and
experimental approaches to
presentation and distribution .

Measures:
• Gather evidence about the financial

and social circumstances of art and
design students and their processes,
and resource needs to directly inform
thinking around future
infrastructures to support artists. 

• Invest in dynamic channels of
communication that enable those
involved in the planning and
presentation of contemporary visual
arts to engage frequently in open
dialogue with artists, recognising that
artists are a knowledgeable
professional sector through which to
gain insights about evolving practices
and new kinds of engagement with
people. 

New ‘brand image’ for artists
Whilst public perception of artists is
more positive than artists and arts
professionals believe, levels of public
awareness of living artists and
understanding of their aspirations and
practices is poor. 

Evidence
• There are misconceptions about

artists, compounded by media
representation, that characterise
artists as fragile, vulnerable,
unworldly creatures who need to be
‘protected’ by mediators.

• Analysis of artists’ use of public
funds demonstrates they are honest
and trustworthy and tend to plough
all resources into their projects,
supporting local economies and
communities. 

• Because artists’ adoption of a
‘lifestyle’ approach places artistic
success over financial gain, the
tendency for artists to be exploited by
employers unaware of costs attached
to a freelance practice needs to
counteracted by wide-spread adoption
of good practice frameworks by the
public sector.

Measures:
• Advocate for a percentage of jobs in

public sector arts organisations to be
made available to practising artists as
part-time posts, in order to provide
more artists with financial security
and access to professional
development, acknowledging that in
return more institutions would gain
first-hand knowledge of
contemporary practices and benefit
from artists’ creative thinking within
their operations.

• Test the arguments for designating
artists as ‘key workers’, worthy of
special measures, for example for
subsidised housing or workspace, 
tax benefits, and greater access
professional development and
cultural leadership opportunities.
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An enquiry into future practices and resources for contemporary visual artists

FUTURE SPACE: future roles and functions of artists’ workspace.
May 2005 
Researched Paul Glinkowski, edited Susan Jones
Full interviews published on www.a-n.co.uk with: Faisal Abdu’allah, Jeremy Akerman, Zarina Bhimji, Jason Bowman,
Daniel Brine, Lucy Byatt, Helen Cadwallader, Juan delGado, Naomi Dines, Steve Dutton, Barnaby Drabble, Leo
Fitzmaurice, Michael Forbes, Christopher Frayling, Tom Goddard, John Hartley, Keith Hayman, Adam Holmes-Davies,
Ian Hunter, Rob Kesseler, Langlands and Bell, Robert Loder, Chris Murray, Sandy Nairne, Michael Pinsky, David Powell,
Damien Robinson, Bruce Rosensweet, Mhora Samuel, Mark Segal, Anthony Shapland, Mick Smith, Emilia Telese,
Martin Vincent, Karen Watson, Jane Watt, Mark Waugh and Liz Whitehouse.

SOCIAL SPACE: dynamics of artists' practice in the social realm
August 2005 
Researched and edited Becky Shaw
Full interviews published on www.a-n.co.uk with: Robin Deacon, Steven Eastwood, Kelly Large. Ricardo Basbaum,
Chance Projects, Sarah Cole, Mark Hutchinson, Una Walker, Kathrin Böhm, Richard Layzell, Lubaina Himid, 
Hewitt and Jordan, Function-suite, Gareth Woollam, Lorrice Douglas, Rebecca Reid and Andre Stitt. 

CURATED SPACE: artists’ strategies and interventions
November 2005 
Researched and edited Manick Govinda.
Full interviews published on www.a-n.co.uk with: Janine Al-Ani, David A Bailey, Anne Bean, Centre of Attention,
Shezad Dawood, Jeremy Deller, Rachel Garefield, Manick Govinda, Anthony Howell, Louise Short, Erika Tan, 
Simon Tegala, Gavin Wade and Mark Wilsher.

OUTER SPACE: the environment for artists’ practice 
February 2006 
Edited Esther Salamon
Interviews with: Chris Batt MLA, Tom Bewick CCS, James Boyle, Camilla Canellas, Paul Collard CreativePartnerships,
Michael Connor BFI, Michaela Crimmin RSA, Jonathan Davis CABE, Sian Ede Calouste Gulbenkian Foundation,
Jonathan Freedland The Guardian, Shreela Ghosh LTB Foundation, Gill Hedley Contemporary Art Society, 
Roland Keating BBC, David Lammy Culture Minister, Graham Leicester International Futures Forum, 
Cllr Guy Nicholson, James Peto Wellcome Trust, Tom Shakespeare University of Newcastle, Richard Smith-Bingham
NESTA, Yvette Vaughan-Jones Visiting Arts, and Jan Younghusband Channel 4.

OUTCOMES AND ISSUES: an appetite for change in the visual arts
June 2006
Edited Susan Jones, Gillian Nicol, Louise Wirz
Writing by Manick Govinda, S Mark Gubb, Rohini Malik Okon, Becky Shaw, Martin Vincent and Sara Wajid alongside
analysis of the key outcomes and issues from the Future forecast enquiry.

Publications £5 each or £15 the set (quote ref: Future Forecast set) from a-n The Artists Information Company, 
First Floor, 7-15 Pink Lane, Newcastle upon Tyne NE1 5DW +44 (0) 191 241 8000 info@a-n.co.uk

Future forecast think tanks

Future space: evidence from Denieke Ferguson, Bruce Rosensweet, Erika Tan, Martin Vincent, on www.a-n.co.uk

Social space: evidence from JJ Charlesworth, Neil Cummings, Nina Edge, Becky Shaw, on www.a-n.co.uk 

Curated space: evidence from Laura Godfrey Isaacs, Nav Haq, David Medalla, Sara Wajid, on www.a-n.co.uk

Future forecast 2006: held in partnership with Artquest, evidence from Alison Crowther, Mark Davison, Adam
Geczy, James Marriott, Rachael Matthews, Munira Mirza, Nis Rømer, Robin Vogel and Louise Wardle.

FUTURE FORECAST
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