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Editorial
Michael Birchall and Philipp Sack

Dan Perjovschi’s 2005 drawing that precedes these pages laconically
addresses the hierarchies operative in an art institution’s value chains, and it does
so on the basis of an inventory of whoever holds agency in this context. Strikingly,
this list doesn’t at a first glance seem to be in any way exhaustive, as it apparently
lacks a varied range of other roles and functions at play in art institutions, such as
security guards, visitor and technical services staff-as well as gallery educators. Is
their absence from the work due to their evanescent significance within the hierar-
chy Dan establishes in his diagram, causing the size of their denominations to be
way too tiny to be perceived? Or does the hierarchy as proposed in the work just
stem from an erroneous observation biased by an artist’s point of view?

As editors, we have chosen the drawing as an initial impulse to this issue,
because we would like to argue that it is not a superficial interpretation, but a pro-
found insight that the work expresses not only regarding the elements of the hier-
archy, but also in hindsight to what is excluded from it. Isnt it that in everyday
museum practice, the aforementioned roles and functions that do not appear in
the diagram are actually conceived of as not only being gradually, but categorically
different from the roles and functions featured in the diagram? That education,
together with security, the maintenance of technical infrastructure, or the book-
shop, if you will, are not just negligible parts in the continuum of sponsor-director-
curator-artist ; but actually exist outside of it? If we address this continuum as the
classical cast in the process of what came to be called “knowledge production”,
education doesn’t seem to have any claims in it. While those involved in it are
granted being “practitioners” invested with agency, education is most of times
considered belonging to another sphere, that of “services".

Conspicuously, the work in question dates from a time when the tendency in
the art world to turn towards experiments with methodologies taken from peda-
gogical practices that was first perceivable in the 1990s had undergone such a raise
in profile that shortly afterwards led to its identification as a “turn” in contempo-
rary art.! For the first time prominently theorized by Irit Rogoff in 20082, the
potentialities of implementing education in curatorial and artistic practice have
since been the subject of a plethora of projects and publications. One could argue
that Rogoff’s essay, despite her intention of scrutinizing the pertinence of the term,
has produced a turn itself: the notion of an “educational turn” has now become
available as a label, as style, exposing educational strategies to the risk of again
being co-opted by mere commodification (a fear already expressed by Rogoff)-
resulting in what could be called a turn on education, perpetuating its status as a
service to whichever policy. Having, as curators, theorists and facilitators in the field
of art education, experienced pedagogical methodologies and models being ele-
vated to the heights of self-evidence in current art-related practices, we came to
wonder how this new paradigm actually conditions the work in this field. Whether
we believe in its sincerity or not, what is labeled as the “educational turn” has
become a reality in the art world. The moment of critique since having passed, we
must now look at the actual ways in which education is pragmatically dealt with.

We witness that curators increasingly make attempts to attract new audi-
ences, by commissioning artists to engage new publics. Yet this trend has also le to
curators initiating their own projects, and this has been facilitated by educational

models, or, as has been said, the so-called “educational turn” in curating. Educational
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models are used as mechanisms for facilitating curatorial agendas to a wide audience,
and this includes, alternative schools, reading groups, lecture series and so on. As
Kristina Lee Podesva argues, “Educational formats, methods, programs, models,
terms, processes and procedures have become pervasive in the praxes of both
curating and the production of art and in their attendant critical frameworks.” This
transition has enabled curators to produce participatory and pedagogical projects
that can run in the short and long term. Participatory schools and free schools have
emerged as a prevailing model for both the artistic and non-artistic community,
examples include Open School East, London, (2012-), an open school platform that
provides residencies for artists as well as regular weekly events; Momentary Academy,
a temporary school realized at the Yerba Buena Centre for Arts during the Bay Area
Now 4 festival in 2005; Playshop, an open-access laboratory for the free flow of ideas,
also at the Yerba Buena Centre for the Arts (2004); the itinerant projects’ School of
Panamerican Unrest (2006—-2007) and the United Nations Plaza, the latter which presented
a 12-month series of seminars in Berlin (2006-2007), initiated by Anton Vidokle.

Throughout the last decade these projects have received international atten-
tion and are thus encouraged by governments as it removes the need for state
funding, and often makes them reliant on private foundations. The proliferation of
self-organized structures that exist outside of mainstream institutions have con-
vened themselves as sites of learning, perhaps inadvertedly collapsing the divisions
between sites of formal education and those of creative practice, performance and
activism. When knowledge production becomes the focus of activities in the art
world, it becomes a field of potential and a place for exchange. As Eva Egermann
notes: “the exhibition functioned as a pretext, a defined place for communication
and action that would perhaps establish impulse for further transformations.”

Due to the varied fields in which the contributors to this issue inscribe their
practice, they all refer in their texts to specific modes of legitimacy,® publicity,”
agency,® and temporality® when speaking about pedagogical practices in the art
world. Nevertheless, what the different approaches related in the respective contri-
butions do seem to share is a stance of venturing into the public realm’. Hannah
Arendt referred to this concept by Karl Jaspers in a famous 1964 interview' to
describe the particular potentialities of exposing oneself not only as a philosopher,
but as a person: In the public realm, a person’s activities (including speaking) are
charged with significance. But neither of the protagonists involved in this publicly
performed act (be it as performers themselves or as the public) can tell what the
eventual outcome of it is going to be, whether it will produce the consequences
desired for by either party. Arendt stresses that for any consequence to materialize,
it is a prerequisite for both the performer and the public to have trust in the capac-
ity of the act to produce them, a “fundamental” trust in, as Arendt puts it, “what is
human in all people” It is this venture that the practices discussed here undertake:
acting upon a given reality without knowing to a full extent what the effects will be,
and accepting the conditions shaping this reality on the basis of a fundamental trust
that they can just as well be overcome. As Oliver Marchart has argued in a recent
talk™ this very act of ,pretending to have hit the target’ only enables us to meaning-
fully aim at it, the act of ,speaking clearly’ precedes the act of ‘speaking truly’.

Instead of merely sticking to traditional curatorial and artistic practices that
are now merely re-labeled as “education”, the authors describe how new, experi-
mental routes can be embarked upon, even though-or because-their point of
departure is obscured by the vagueness of the “educational turn” as a concept. The
case studies provided in this issue remind us that not in being right, but in exposing
oneself to the risk of being wrong lies the key for criticality.”® The conflicting inter-
ests education is currently exposed to thus prove to be less an inhibition than a
catalyst for the potentialities of those practices to unfold. Which of these interests
will finally become hegemonic still seems to be decided, but the mere fact that there
are projects and initiatives (together with the questions they raise, not least about
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themselves) such as the ones featured in this issue, provides for an optimistic out-
look: the future, precisely because it cannot be known, holds nothing to worry about.

The Vagabond Reviews (Ailbhe Murphy & Ciaran Smyth) discuss their
Rialto Youth Project in Dublin, Ireland. Their texts presents this project in the con-
text of Stephen Wright’s notion “Usership”, which creates a different kind of cura-
torial line, from user-generated content to displays as “content validation and
refinement”. The users of art are indeed questioned in this text, as the artists
remain critical of their practice as both the producer and enactor of socially
engaged art; one in which the content-display-spectator sequence has been dis-
solved along the lines of a different mode of knowledge production. Their discus-
sion derives from direct experience with a diverse group of participants and institu-
tions, and questions the pedagogical logic within which the educational function of
the contemporary museum must operate.

The role of the curator as a facilitator, mediator, organizer and perhaps edu-
cationist is often over-looked, as the curatorial function becomes a merging of all
these roles, the division of labour becomes an arduous task. Megan Johnston'’s
text explores the notion of “slow curating” in a term she coined herself to apply to
hers, as well as other curators who find themselves balancing education and media-
tion in their practices. In the context of Northern Ireland where Johnston has
previously worked, her projects seek to question and tackle the social and political
contexts, and being embedded as a curator in this process led to her re-thinking the
curatorial function and consider how this may operate differently in the future.

Another case study of education practices in an institutional context is then
provided by Lena Seik, who discusses the commitment of the Galerie fiir Zeit-
gendssische Kunst (GfZK) Leipzig to being a ,learning museum” in the light of
long-term project work with school, and kindergarten children. This particular
self-conception entails an inversion of the roles and competences as they are usu-
ally distributed: The notion of education has in this case been granted increased
legitimacy not (exclusively) by curators assuming pedagogical functions, but also by
education professionals taking on curatorial tasks, thus opening up fruitful new
relations between publicity as the principle of the former, and relationality as the
principle of the latter. Speaking from an experienced practitioner’s point of view,
Lena analyses the circumstances determining art education practices in Germany,
specifically addressing how contemporary school and funding structures condition
project work—and how this could be dealt with on the ground as well as on the level
of policy-making.

Amanda Cachia’s text documents how the educational turn in curatorial
practice is actually reflected in institutions by interviewing a range of education and
public program curators across North America. Her argument considers how cura-
tors engage participants in their programs with a particular emphasis on access.
Cachia discusses how disability is being addressed in museums, and what debates,
mechanisms and practices are excluded when the disabilities studies framework is
omitted from the dialogue. This text provides a compelling argument and uses empir-
ical research to comment on the state of public programs in prominent institutions.

Beyond the intricacies of how agency is negotiated for education and curato-
rial work in institutional settings, the Vienna-based artist collective WochenKlau-
sur then traces back the controversies around the legitimacy of socially engaged
practice in the discourse on what qualifies as art, taking the projects they have been
developing and implementing since 1993 as a reference for their contribution. They
argue that the concept of art as a fundamentally aesthetic practice need be histori-
cized in order to show that this characteristic usually put forward as being timeless
in hegemonic art theory arises from a specific historical constellation of interests,
and can thus be at least relativized in its validity for contemporary art practices.
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Drawing upon examples of their work spanning more than two decades, the collec-
tive discuss the specific responsibilities that arise from an artistic practice thus
conceived, addressing the common criticism according to which their practice
would comply in the abolition of the welfare state. WochenKlausur seem to defy
one of the criteria currently referred to when qualifying artistic practices as figur-
ing under the paradigm of the “educational turn”: even though their actions com-
prise participatory elements, their projects have been from the very outset just as
much oriented on a concrete outcome as on the process leading there.

Yet Chor Sunshine Wong's texts discusses three artist run projects in
Hong Kong, that have responded to the rapidly disappearing notions of belonging,
intimacy and neighbourliness. Her text maps out some of the counters of a com-
munity or socially engaged orientated art practice, which differs from the dominant
Euro-American discourse. Wong refers to Michael Warner’s concept of counter-
publics in the context of Hong Kong where the pressures are generated by relent-
less urban encroachment and political anxiety; and argues that counterpublics do
not “mark off” their identification with citizens- as Warner suggests- but rather
refine and reclaim the fundamentals of personhood and citizenship through what
he calls “alternative dispositions or protocols”.

Lastly, Dan Perjovschi responded to the call with a selection of works that
he generously allowed us to reproduce in this issue. Out of the concern not to
reduce them in any way to a function of mere illustration, we chose to insert them
in between texts, and are happy with how they not only concisely comment and
thus link the preceding and subsequent contributions, but also form a visual argu-
ment in its own right that the texts resonate to.

Notes

1 For a concise account of artistic and discursive practices engendering what
came to be known as the educational turn, see Eszter Lazar, “Educational Turn”, in:
tranzit.org Curatorial Dictionary, 2012; <http://tranzit.org/curatorialdictionary/
index.php/dictionary/educational-turn/>; retrieved Nov 28, 2014.

2 Irit Rogoff, “Turning”, in: e-flux Journal 0 (11/2008); <www.e-flux.com/
journal/turning/>, retrieved Nov 28, 2014.

3 See Paul O’Neill and Mick Wilson (eds.), “Curating and the educational
turn”, London/Amsterdam: Open Editions/De Appel 2010.

4 Kristina Lee Podesva, “A Pedagogical Turn: Brief Notes on Education as
Art”, Fillip, Vol. 6, 2007.

5 Eva Egermann, “Twist and Shout: On Free Universities, Educational
Reforms and Twists and Turns Inside and Outside the Art World” in O’Neill and
Wilson (cf. 3), pp. 271-284.

6 Questions of legitimacy primarily arise from the tension between the
notions of education as a practice and education as a service, crystallized in the
factual semipermeability of the boundary separating the role of the curator from
that of the educator: The former will in the light of the ,educational turn” be
invested with the power to employ pedagogical models and methodologies, while
the latter may not assume curatorial functions. It is interesting to note in this
context that, according to German artist health and social insurance legislation,
neither activity qualifies as ,art”.

7 It is the question of who is or should be affected by the practices detailed
in this issue that forms the axis along which the respective authors position them-
selves; it ranges from notions of the ,disinterested spectator” to those of the ,user”.

8 The projects described can all be characterized by an active involvement
of educators/artists/curators, who are thus part of the conditions in which their
respective practice is ensnared. A wide array of tactics how to face the risk of

Issue 24 / December 2014



Editorial After the turn: art education beyond the museum

perpetuating those very conditions is offered by the different protagonists in this
issue.

9 Here the question of what (if anything) could be considered a point of
closure to a project is of crucial importance. While it is argued by some that the
possibility to conduct continuous work in a given context over an extended period
of time is a prerequisite for genuine education practice (process over product),
others deliberately opt for a more outcome-oriented approach—often however
consisting in the desire to create long-term, self-sustainable structures.

10 Glnter Gaus, “Zur Person: Hannah Arendt”, ZDF, Oct 28 1964; <www.
youtube.com/watch?v=J9SyTEUi6Kw>, retrieved Nov 25 2014.

11 Ibid., 1:10:45-1:11:35.

12 Oliver Marchart, “Kritik und Klarheit. Zur subversiven Kraft des Klarspre-
chens”, talk at the conference “Die Kunst zu kritisieren”, Braunschweig University
of Art, Jun 20 2014.

13 Both Rogoff and Marchart refer to the Foucauldian understanding of the
Greco-Roman term ‘parrhesia’ as a genealogic precursor to modern concepts of
critique: In his Berkeley lectures, Foucault pointed at the specific dialectics of
‘telling the truth’ and ‘taking a risk’ that are at the core of what translates as ‘free
speech’. Joseph Pearson (ed.), “Michel Foucault. Diskurs und Wahrheit: die Prob-
lematisierung der Parrhesia; 6 Vorlesungen, gehalten im Herbst 1983 an der
Universitat von Berkeley/Kalifornien”, Berlin: Merve 1996.
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More Bite in the Real World:
Usership in Arts-Based
Research Practice

by Vagabond Reviews

..What if the museum made way for usership, actually embedding it in its modus
operandi? A museum where usership, not spectatorship, is the key form of relationality;
where the content and value it engenders are mutualised for the community of users them-
selves?’

In India, near the town of Munnar in the southwestern state of Kerala, there
is a viewing point of the Western Ghats mountain range. As the spectator
approaches this viewing point it becomes apparent that a small café has inserted
itself between the viewer and the panoramic spectacle of the mountains and the
valley below. Undaunted, the spectator continues on to the café terrace and there
discovers that the view has been further obscured by the planting of a line of trees.
Beyond those trees, a second terrace can be glimpsed. The steps leading down to
that second terrace are amicably guarded by a café worker charging ten rupees to
anyone who wishes to move beyond the line of trees to enjoy an uninterrupted
view of the valley.

The beauty of this doubly constructed barrier is that it contains within the
logic of its own internal structure both the fabrication of the problem, in this case
the view obscured by the trees, and the solution, the fee to get beyond the trees. Is this
not precisely the structure of the pedagogical logic within which the educational
function of the contemporary art museum must operate? That is to say, the
museum curatorially constructs the mystery that its educational function must
then solve for the audience.

Decoding Invitations

Every so often an invitation comes along to enter into that institutional
process of decoding art for audience. In January this year a member of Vagabond
Reviews received such an invitation. In this instance it was a request to chair a public
talk by an architect who had been asked to respond to an exhibition at the Irish
Museum of Modern Art entitled One Foot in the Real World. The exhibition was itself
a curatorial response to other exhibitions at the Irish Museum of Modern Art, in
particular Eileen Gray: Architect, Designer, Painter. Following the first curatorial pro-
cess that brought together the Eileen Gray exhibition, a second curatorial process
drew on the Eileen Gray show to assemble and display content from the IMMA
collection:

“Drawing on IMMA'’s Collection, One Foot in the Real World includes works
that explore the urban environment, the everyday or the domestic.
Prompted by the recent Eileen Gray, Leonora Carrington and Klara Lidén exhibi-
tions; the exhibition One Foot in the Real World addresses the psychology of
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space; scale and the body gravity and transformation. Elements of architec-
ture and design recur as points of departure in the works; such as bricks; the
keyhole; the window; the door and the table.”

In that sense the architect’s public talk represented the third move in a her-
meneutic sequence: the curatorial interpretation of Eileen Gray, the curatorial
interpretation of the IMMA collection in the light of the Eileen Gray exhibition, and
the architectural interpretation of those two interpretations. In any case, the public
talk was situated at the conclusion of this self-contained semiotic system, the fee,
as it were, for an uninterrupted view of the valley.

Looking back over the preparatory notes for chairing the public talk, they
read as an attempt to embody the role of an interdisciplinary decoder of that cura-
torial sequence. In the discussions leading up to the talk, there was a gentle but
persistent prompting of the chair to inhabit his long since past background as a
psychologist. It was as though the interdisciplinary interplay being imagined here
was a triangulation of psychological knowledge with architectural and curatorial
knowledge in a three-pronged enactment of an inter-disciplinary decoding. The
preparatory notes bear witness to an attempt to circumvent this corralling into the
production of psychological knowledge. Instead, Deleuze and Guattari are invoked
as a first defense against “unifying impulses.” Earlier formulations in the prepara-
tory notes for a mode of address are symptomatic of a resistance to embrace the
decoding function:

“A quote from A Thousand Plateaus comes to mind, where Deleuze and Guat-
tari say, and | paraphrase here, that unity is always an obscene supplement to
the system considered. As “the system considered’ here it is therefore impor-
tant to resist any attempt to unify One Foot in the Real World into some kind
of synthesis.”?

No doubt the exhibition contained within it [a sense of] domestic terror, in
Kitchen Table (1991) by Dorothy Cross and the Untitled (2001) stuffed head by
Louise Bourgeois. And certainly there were site-specific responses, such as the
installation Still Falling I (1991) by Anthony Gormley, which brought together the
space of the museum, the body, and the self into a unity of some kind. However,
even the acknowledgement of those possible links was already a breaking with that
self-imposed prohibition on unification, an attempt to connect it all. Instead, in a
not entirely unfamiliar move, the curatorial framework is sacrificed on the altar of
the authentic subjective experience of the spectator:

“Of course there is a curatorial lens that strictly speaking unifies according to
certain principles. For example, the curatorial decisions here have responded
to the idea of the keyhole, door and the window. But that’s a kind of expert
coding that produces its own form of exhaustion. So as not to be bound by it
we bring our own pleasures, prejudices and aversions to bear, making our
encounter with the work a highly subjective journey.”

In the event, few of these preoccupations were aired at the architect’s talk.
But it serves nonetheless as an illustration of a certain recognisable pedagogical
operation, something in the order of a decoding of the already enacted curatorial
sequence of selection, presentation and encounter.
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In our own practice in the field of socially engaged art, we have also found
ourselves on the site of the gallery-museum where we have enacted a different
mode of pedagogical operations and procedures. It is one in which the content-dis-
play-spectator sequence has been deliberately dissolved along the lines of a differ-
ent mode of knowledge production. In terms of a conceptual armature to describe
those pedagogical processes, we turn to recent work by the Paris-based art writer
and theorist Stephen Wright and his insertion of usership into the conceptual lexi-
con for new processes of production within the field of cultural life.

The Rise of the User

“Usership represents a radical challenge to at least three stalwart conceptual
institutions in contemporary culture: spectatorship, expert culture and own-
ership.”

In his recent book Toward a Lexicon of Usership, commissioned by the Van
Abbemuseum®, Wright set himself the task of retooling the conceptual lexicon that
dominates our contemporary institutional repertoire. He suggests that this task
“requires both retiring seemingly self-evident terms, while at the same time intro-
ducing a set of emergent concepts.”” Among those terms that should be retired are
expert culture, ownership and the disinterested spectator while loopholes, deactivate (art’s
aesthetic function) and museum 3.0 are among the “emergent concepts.” For Wright,
these emergent concepts underpin a new form of both artistic and political subjec-
tivity — that of “usership.” While the practice of usership per se is not new, Wright
makes the point that with the rise of networked cultures, “Users have come to play
a key role as producers of information, meaning and value, breaking down the
long-standing opposition between consumption and production.”® Within the field
of culture, there has also been a shift:

“Turning away from pursuing art’s aesthetic function, many practitioners are
redefining their engagement with art, less in terms of authorship than as
users of artistic competence, insisting that art foster more robust use values
and gain more bite in the real world.”

Specifically, he opposes the traditional curatorial arc of content selection,
display, and spectatorship with the culturally ascendant concept of usership, which
presents a particular challenge for the contemporary art museum:

“Museums these days find themselves in the throes of a crisis of self-under-
standing, hesitating between irreconcilable museological paradigms and
userships. On the one hand, their physical architecture of display is very
much top down: curatorship determines content which is oriented towards
spectatorship. On the other hand, while concerned about protecting their
‘vertical dignity,” to the degree that they have tried to keep pace with the
usological turn in the field of culture, museums have embraced elements of
2.0 culture.”™

In usership, we generate content. We make a playlist, we accumulate con-
tacts, we construct image banks, we “like.” In the field of culture, we are the con-
tent generators until we encounter the space of the museum where we collapse
into spectatorship.”
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In this essay we use a case study from our own practice to explore how the
notion of usership creates a different kind of curatorial line: from user-generated
content to display as “content validation and refinement.” Our own effort, if you
will, to get more bite in the real world. But in order to properly describe and under-
stand the case study we present here, namely the Arcade Project, we must first give
an account of the project which preceded it.

Cultural Archaeology

“How can images and objects be brought together in a manner that helps
etch a lingering doubt onto the heart of amnesia? How can concepts and
experiences that sustain an attitude of vigilance against the impulse of eras-
ure be expressed as tools to think and feel with, to work with in the pre-
sent?” 12

The project Cultural Archaeology was our first opportunity to elaborate a
significant community-based mode of inquiry that harnessed the potential of the
studio and the gallery as sites for the collective generation of narratives of place.
And of course, it was through that process of collective learning that the relations
of trust and collaborative styles were established for the case study, which we will
subsequently describe.

Based in Rialto in Dublin’s southwest inner city, Fatima Groups United (FGU)
is a community development organisation comprised of elected representatives for
a number of community-based initiatives in the area. The organisation was estab-
lished in the late 1980s in response to the deteriorating economic and social condi-
tions of residents living in the public housing flat complex known then as Fatima
Mansions. From the mid-1990s onwards, FGU was in protracted and intense nego-
tiations with the city council, planners, architects, and private developers for an
equitable regeneration of their area. Against the odds, they succeeded in their
arguments for better living and working conditions for residents.® Fatima Mansions
became the only public housing complex in the inner city to have their promised
regeneration realised. Working closely with the Rialto Youth Project, one of the
longest established youth projects in the city, FGU harnessed arts and cultural
practices very effectively during this period as a means to articulate and make
visible the communities’ perspective.

In 2008, Vagabond Reviews and Fatima Groups United began working
together to formulate a collaborative, arts-based research initiative focused on
securing and representing that rich history of arts and cultural practice in Rialto. As
well as investing in significant arts education programmes for young people, Fatima
Groups United and the Rialto Youth Project spearheaded a number of significant
arts-based events marking key moments of transition in the urban regeneration
process. Specialising in large-scale street theatre events, they engaged hundreds of
local residents over a decade-long process of infrastructural and social regeneration.

Over the course of 2008, the commitment to re-present the story of how
arts-based processes combined with the struggle for agency in the urban regenera-
tion process crystallized into a community-based inquiry entitled Cultural Archaeol-
ogy. The project set out to capture that history while maintaining a strategic focus
on future provisions for arts-based pedagogy for young people and adults in Rialto.
The Cultural Archaeology was organised into two strands of inquiry. The first took
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the form of a studio-based archival process in a community centre in the heart of
community development culture in Rialto.

Cultural Archaeology at Studio 468

Studio 468 is a dedicated studio space housed in the St. Andrew’s Commu-
nity Resource Centre in Rialto ™. The Studio 468 residency programme is struc-
tured to encourage artists to combine the experience of an autonomous studio
residency with the experience of direct engagement with the Rialto community.'®
Vagabond Reviews and Fatima Groups United secured a six-month residency at the
studio where the Cultural Archaeology process was initiated. Taking the form of
community-based ethnography towards capturing the history of artistic and cul-
tural practices in Fatima / Rialto from 1949 to 2010, Studio 468 became an open
site of (re)collection, a space for inviting in, gathering, reviewing, and representing
narrative seams on a community history with community and youth leaders, repre-
sentative residents groups, artists, and community activists. As more storytellers
passed through the studio, the recollections spanned through the decades but
focused most intensively on more recent times when arts and cultural practice
were brought into play by the community and its leadership in the struggle to
secure meaningful agency within the urban regeneration process.

"
#il
]

$ r Cultural Archaeology 2009. Photograph
{alri courtesy of NCAD

As the residency progressed, those accumulated narratives were organised
thematically into a timeline, which went back to the first tenants in Fatima Man-
sions in the 1950s to contemporary narratives of regeneration up to 2010. The
timeline was organised into four strands: Creative Coalitions related to arts and
cultural practice in Rialto; Famous Stories related to interwoven anecdotes of com-
munity life; Dispatches related to the media trail; and Transmissions related to the
significant body of photographic and film material held by Fatima Groups United.

Cultural Archaeology at the National College of Art and Design Gallery

In the second month of the Studio 468 residency, Fatima Groups United was
invited to exhibit Cultural Archaeology as a work in progress at the recently estab-
lished public gallery at the National College of Art and Design. In partnership with
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Fatima Groups United, Vagabond Reviews presented first findings from the Studio
468 residency at the NCAD Gallery, but more importantly, the possibility of user
interface with the content was built into the architecture of the gallery-based pro-
gramme. The construction of a modular, event-based timeline in the gallery
allowed specific groups, and the public more generally, to contest, add, edit, and
bring new material, textual or photographic, into a process of content generation
and revision.

The opportunity to access the gallery space was an example of the creative
tension between the notion of the gallery as a fixed sanctuary of stable content as
opposed to content with a user interface. We faced this challenge most forcefully
when working through the transition from Studio 468 to the NCAD gallery, where
we felt the pressure to present finished work. Instead, we transposed the ethno-
graphic process, which began at Studio 468, into the gallery space and reformu-
lated the exhibition as a residency. The gallery was transformed into a participatory
space for the production of local, embodied knowledge of a particular neighbour-
hood.

NCAD Gallery, 2009. Photograph
courtesy of NCAD

\ Fatima, A Cultural Archaeology,
-—
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Over the two weeks of the residency, we continued to develop and extend
the Cultural Archaeology research process, hosting a series of dedicated sessions with
community leaders in the gallery space and continuing to build the Cultural Archae-
ology Timeline. We designed a modular structure in the space of the gallery, where
text and photographic content could be added and the content already there could
be rearranged, contested, and edited, thus breaking the idea of the fixed, “do not
touch” element of representation in the space of the gallery.

13 Issue 24 / December 2014



More Bite in the Real World After the turn: art education beyond the museum

above: Fatima, A Cultural Archaeology,
Timeline Wall NCAD Gallery, 2009.
Photographs courtesy of NCAD

left: S Block Fatima Mansions,
Photographic Banner Chris Maguire,
photograph courtesy of NCAD

In keeping with the idea of developing a locally-based provision for learning
in visual and performing arts in Rialto, we also used the residency as an opportu-
nity to focus on the question of pedagogy and urban regeneration. For this we
established a series of structured and informal dialogues between artists, students,
architects, youth and community development workers, and activists, writers, and
academics as a seminar series based in the gallery space.

On completion of the gallery-based residency, we returned to Studio 468 to
continue working on the Cultural Archaeology. Once we completed the Studio 468
Residency, the Timeline Wall was installed in the newly built F2 Neighbourhood
Centre where for over a year and a half it operated as a discursive platform
between key community workers and a range of external stakeholders.

Emboldened by this community-based experiment on user-generated con-
tent, we readily accepted the invitation from the Rialto Youth Project to extend our
art-based modes of inquiry into their internal organisational space. In 2011, Vaga-
bond Reviews embarked on the Arcade Project with the Rialto Youth Project.

Arcade Project: A Case Study in Usership
As we have already asserted, it was precisely the shared experience of that
ethnographic process for securing community narratives of place and struggle that

14 Issue 24 / December 2014



More Bite in the Real World After the turn: art education beyond the museum

created the conditions of possibility for taking the process further. The Arcade
Project built on that collaborative experience of knowledge production and repre-
sentation to co-elaborate an arts-based inquiry between Vagabond Reviews and
the Rialto Youth Project. Now moving towards a publication, the Arcade Project
has explored the shared pedagogical foundations underpinning the Rialto Youth
Project’s approach to arts-based youth work.

Project Context

Based in the southwest inner city, the Rialto Youth Project (RYP) is one of
the longest established youth projects in Dublin. Rialto Youth Project works with
disadvantaged and at-risk young people in Rialto. Since the 1980s, the Rialto Youth
Project has pioneered an arts-based approach to youth work. From early initiatives
in community-led drama and film, it currently incorporates weekly arts program-
ming in music, street theatre, visual arts, and dance and provides a foundational
arts programme for younger children called ArtSparks. In addition to those weekly,
programme-driven arts initiatives, the Rialto Youth Project collaborates with artists
on longer term, socially engaged art projects.”” Those issue-based projects have
focussed on a range of themes that have affected young people’s lives in Rialto.
Such projects have embraced a range of art forms, such as earlier work in the 1980s
in the area of drama and film that explored young people’s experience of the justice
system and unemployment. Large-scale street theatre events addressed issues like
the drugs epidemic in the 1990s (Burning the Demons), music and visual arts were
employed to explore young people’s response to urban regeneration (Tower Songs,
2005 - 2007), and most recently an arts-based research and performance process
explored equality issues for local women (The Natural History of Hope, 2012 - ongo-
ing).

Project Objectives

The Arcade Project set out firstly to explore and describe the organisation’s
core values and principles of practice, and secondly to explore and describe the
shared pedagogical foundations underpinning the organisation’s approach to arts-
based youth work.

We called the first line of inquiry into Rialto Youth Project’s core values,
Arcade One. Arcade One began as a five-month, arts-based research process that
set out to evoke organisational values by drawing on the shared perspectives of the
total ecology of practice that makes up the Rialto Youth Project. As such, we
engaged with the RYP in its entirety, including its Board of Governance, its manage-
ment, youth workers, and volunteers. The Arcade One process was based in the
Fifth Block Studio, a converted flat situated in Dolphin House, the largest public
housing flat complex in inner city Dublin.

Art Studio as Notebook

In our practice we invariably look at the possibilities in each project situation
for appropriating and transforming spaces into an accumulative research base. We
seek out spaces where visual representation and knowledge production come
together with modes of conversational inquiry.'® Working from the Fifth Block
Studio opened up exciting possibilities for introducing a range of bespoke arts-
based research strategies and approaches. In our work we like to diagrammatically
reveal and make visible the research process. As illustrated via the 2009 Cultural
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Archaeology project, that process involves the creation of layered textual traces,
imagery, diary-like narratives, and photographic traces.

For the Arcade One workshop series, the Fifth Block Studio was transformed
into a walk-in notebook. All of the available wall surface and table surfaces were
covered with paper, thereby transforming the room into a writable space. Our aim
was to animate the possibilities of the studio space as a place of exchange, social
encounter and dialogue for key constituent groups within the organisation.

As a research base, the Fifth Block Studio changed fluidly. It developed its
own visual culture as we moved through the inquiry process. The art production
space was transformed into a content generator. The studio was conceived of as a
space for hosting quasi-formalised conversations and more structured workshops
aimed over the course of the Arcade process towards gathering information and
engaging in qualitative analysis with a view to ultimately sharing findings.

A workshop series was conducted at Fifth Block Studio between March and
May 2011 with the seven constituent groups that together make up the Rialto
Youth Project. Over the course of those workshops, thirty-six participants gener-
ated fourteen multi-layered sketches of their organisational territories.

ﬂ ?ammﬁ

Arcade 1 Organisational Maps,
RYP Management Committee fifth
block studio, 2011. Photograph

by Vagabond Reviews

In the second part of each workshop, participants were asked to consider the
core organisational values and principles of practice underpinning their work with
the Rialto Youth Project. Using arts-based techniques combined with strategies
borrowed from projective testing, participants generated 476 value statements.
Also exploiting the space of the studio, Vagabond Reviews engaged in a qualitative
analysis of those statements as well as rendering the hand-drawn maps generated
in the workshops into diagrammatic representations of the social constructions of
the structure of the Rialto Youth Project.
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Validation Event May 2011

Working with those 476 value statements, a Values Framework was con-
structed as a way of organising the emergent themes into a synthesis of Principles
of Practice for the Rialto Youth Project. The generation of those Values culminated
in a Validation Event at the F2 Neighbourhood Centre in Rialto. The Validation
event borrowed the exhibition display function to decode and critique the content.
The room was organised as part exhibition and part workshop space. The refined
maps of organisational structures and territories were installed along the available
wall and window space.

Arcade 1 Validation Event F2
Neighbourhood Centre, 2011.
Photograph by Vagabond Reviews

Over the course of a two-and-a-half-hour workshop, the forty or so workers,
management, and the board of the RYP were invited to re-visit the text content
generated over the workshop series, to revise their original, workshop-based value
statements and critically engage with the Values framework in an open forum.
Following the validation event, we produced a document entitled Arcade One: Map-
ping the Principles of Practice for the Rialto Youth Project. This document presented an
overview of the values inquiry process along with the emergent organisational
values framework.

Arcade Two

Arcade Two went on to explore how the values framework generated in
Arcade One could be harnessed to describe the structure and pedagogical features
that the Rialto Youth Project has developed in relation to its distinctive, arts-based
approach to youth work. In May 2011, we began working with Rialto Youth Pro-
ject’s Arts Team Coordinators towards mapping out and describing their distinct
pedagogical approach to arts-based youth work. Using the Values Framework as a
foundation, work focused on:
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* documenting the histories of practice for each art form in the youth
project

¢ developing the Programme Architecture for each of the five areas
of arts programming

* mapping the organisational values for each of the programme areas

Using a collaborative workshop process of content generation, revision, and
descriptive refinement, Arcade Two evolved into an organisationally self-generated
construction of their arts-based pedagogy.

Arcade 1 Validation Event F2
Neighbourhood Centre, 2011.
Photograph by Chris Maguire

Arcade 2 Revision and Refinement, Rialto
Youth Project room F2, 2013.
Photograph by Vagabond Reviews
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Most recently, Models of Practice for each of the five arts-based pro-
grammes in visual arts, dance, music, street theatre, and early childhood founda-
tion have been produced. Each Model of Practice outlines:

¢ a definition of the art form

* a description of the pedagogical approach

* the key organisational values underpinning the work in that art form

* an overview of the programme architecture, including components and
outcomes

Those arts-based Models of Practice are now being extended as templates
for generating descriptions of other areas of youth work within the organisation.

More Bite in the Real World

Drawing on Stephen Wright’s analysis of usership in the field of cultural
production, the Arcade Project has been described here as an illustration of a cura-
torial process with usership as the driver of knowledge production. We explored
the play between user-generated content and display as a creative refinement
process in the production of user-generated knowledge. Specifically, the studio-
based phase of the Arcade Project (Arcade One) was considered as an example of
transforming the space of art production into a “content generator. “ The consider-
ation of this phase of the project concluded with an example of an organisation-
wide validation event which borrowed the exhibition-display function to decode
and critique user content. Finally, the second, and ongoing, phase of the project
(Arcade Two) considered how the Values Framework collectively generated in the
first phase of the project was used to collaboratively craft a pedagogy for the
organisation’s arts-based approach to youth work.

We must return then to our point of departure and ask ourselves in this
durational sequence of socially constructed knowledge, what is the fee for a clear
view of the valley below? What are the costs, if you will, for more bite in the real
world outside of the strict confines of the art world? There are indeed some inter-
esting consequences that arise once the traditional content selection, display, and
spectatorship sequence is surrendered.

Of course, it is self-evident that authorship is beyond re-purposing in such a
co-constructive modus operandi. In any case that simple relation between the author
and the work can no longer be replicated. In Wright’s new politics of the user,
ownership is no longer coextensive with content. It is in that sense, for example,
that the music industry has already been unwillingly precipitated into this new
political economy where the relation between content and remuneration has dis-
solved. It is also necessary in such content-generating practices to abandon the role
of the cultural expert in favour of a more engaged, relational mode. An epistemo-
logical encounter is called for with social fields that may demand entirely new
modes of knowledge production and representation.

Certainly the space of the studio as the site of a singular, contemplative
production is abandoned for a socialised, conversational space of inquiry, content
gathering, conversational encounter, and the meeting of contesting narratives. The
studio in its usological mode of operations is rendered into a site of assemblage for
co-constructions and re-workings of collective experience.
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There are also transformations required in the notion of the exhibition as a
point of closure for the material transformation of the means of representation.
Instead, the gallery can become an extension of the content-generating space of
the studio. The shift of the ethnographic ground into a quasi-public arena brings
into play new possibilities for dialogue, content validation practices, and encounters
with new publics beyond the immediate field of the cultural and social interest
orbiting within the micro-political economy of the project itself.

And finally, in our own practice where the arc of a project has had a manifes-
tation in the gallery space, we have observed a transformation of the disinterested
spectator into an invested user who already has high stakes in both the means of
representation and distribution. It is in this way that the educational function
within the discourse and practice of the contemporary art museum will have to
reconsider (has already reconsidered) the terms of engagement. The challenge is to
create new terms of engagement where the museum becomes one of the agents in
the co-construction of the process of knowledge production rather than decoders
for an audience always already on the outside of a self-contained curatorial
sequence.

Notes
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these proposed regenerations. At one point, a total of twelve contracts were in the
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social and infrastructural changes, with the demise of the Celtic Tiger from 2008
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Bissett, Regeneration: public good or private profit?, Tasc at New Island, 2008.
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in a neighbourhood, a range of gallery settings, and most recently, a mobile home
at a seaside resort.
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“Press Is Gone”, 1999
Artwork by Dan Perjovschi
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Slow Curating: Re-thinking
and Extending Socially
Engaged Art in the Context
of Northern Ireland

by Megan Johnston

In the past ten years, the definitions of a curator have been complicated, mis-
used, appropriated, and re-contextualised. But as someone who has spent nearly
twenty-five years working with artists, curating shows, producing creative interven-
tions, while also being a political activist, a mother and partner, and employed as an
arts worker within varying institutions—the notion of the curatorial has always been
problematic. | did not adhere to the fixed mentality between departments, and
specifically between curatorial and education.! So when the educational turn in
curating came into our lexicon, | felt comfortable in that territory. In fact, |
embraced it even more. It felt good to be working in varied formats, disciplines and
opened up space to mediate a site where socio-political and historical issues and
creativity converge with visual culture and civil engagement. | believe if we really
examine what is happening in our field of curating, in museology as a whole, in
contemporary art practice, and in our own social and political lives, the nuances of
being a reflective and engaged curator have been evolving for some time. The role
of the curator is not dead, but it is changing and we can no longer be the alleged
standard bearer of authority and expertise.

What began as curatorial curiosity—in artists responding to context and the
use of educational approaches to unpack issues found in the work—quickly became
a practice: an approach and method within which the curatorial premise and the
institutional vision became intertwined. While this is commonplace now with cura-
tors in museums and galleries responding to the changing nuances of art practice,
communitarian discourse, and the politics of contemporary society; the question of
knowledge production comes to the fore—for artists and audiences. In our quest
for knowing more, feeling more deeply, responding more relevantly, | wonder what
became of the space of knowing that we don’t know it all or the idea that we don't
have to understand it all. Curators have become cultural producers and exhibition
makers—does this then mean we create knowledge? For whom? And to what ends?
| argue that it is within this place—inside the institution—where we find a simula-
crum of the production of knowledge within curatorial practice. And it is this space
where we find ourselves re-thinking our curatorial practice. This essay attempts to
unpack various ways of curating space that facilitates “knowing” and “not-knowing”
for artists and audiences—a permeable space that offers more questions than
answers--produced by artist, curator, educator, participant, and audience.

It may be useful to note areas that contextualise this practice: the social

turn/curatorial turn/educational turn in curating; the socio-political context (inter-
est in non-hierarchical methods, the DIY/Occupy Movements, and the financial/
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funding structures); and the role of museums today.? Socially engaged curating is a
type of curatorial work and is part of what has been called the “social turn,” where
curators employ pedagogical methodologies and approaches as part of the curato-
rial premise and process. These new curatorial processes and approaches have now
gone beyond institutional critique to notions such as Caroline Christov-Bakargiev’s
“locational turn,” the popularist art activism, Paul O’Neill and Mick Wilson’s “edu-
cational turn,” or Jens Hoffman'’s “paracuratorial.”? With so many “turns” how are
we to know where we stand?* Arguably, these new approaches build on the devel-
opment of curatorial practice, the changing face of museology, and reflect the
socio-political context within which curators find themselves.

Socially engaged curatorial practice is an approach that focuses on the pro-
duction, distribution, and consumption of art through multiple platforms with an
emphasis on process and connecting with audiences. It is an intentional process of
collaboration, context, and engaging within communities—working with artists who
employ social practice methods as well as with artists who have more of a tradi-
tional studio practice. This is somewhat different than an artistic social practice
because, as curators, we often also deal with institutional accountability and other
practicalities, as well as the weight of art history, curatorial practice, museology,
and the art market. However, the biggest difference is that socially engaged curato-
rial practice focuses on the role of the curator, the production of the exhibition or
project, knowledge, memory, and understanding, as well as innovative methods
and approaches to mediation—which is often from the inception of a project to
production and presentation.

In contemporary art we can see that the notion of “the curatorial” is a dis-
course that is responsive to the artistic, political, and communitarian practices of
the 1960s and 1970s; the development of curatorial professionalization in the late
1980s and 1990s; and the dramatic growth via dominant yet competing perspec-
tives of post-institutional critique since 2000 as found in both theory and museol-
ogy. And socially engaged curating is part of that discourse that prioritises the
experience as much as the object while attempting to activate the space between
object and audiences.

Curating in Contested Spaces: Portadown, Northern Ireland

Inspired by the work of Declan McGonagle in Ireland, | was one of a number
of curators who began working with artists who wanted to engage with the multi-
farious, post-conflict context of Northern Ireland. The site was Portadown, which
has been a contested site for more than 800 years. In 1998, after decades of town
centre bombs and decimated trade due to The Troubles,” the town centre manage-
ment company Portadown 2000 embarked on a mission to rebuild the middle of
Portadown. Central to that regeneration was a new art centre.® Engaging in ideas of
cultural tourism, community development, and a real interest by artists in the area,
the company-made up of a broad cross-section of the divided communities—facili-
tated a grassroots initiative to fund a contemporary art space led by the visual arts.

In 2003, | was appointed by Portadown 2000 as the Arts Manager of a newly
designed Millennium Court Arts Centre in the historically politically tensioned
town. For seven years we carried out experiments, some of which were successful
and others not, that began to develop a more permeable approach to curating. The
method was to commission new work by artists, create space in the institution for
discourse through multiple avenues of entry such as artist’s talks, panels, tours,
workshops, and symposia, and reach audiences.
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We wanted to reach widely and deeply for audiences as collaborators to
engage in the issues presented in the artwork. So for the first four years we pro-
duced many significant projects, including Shane Cullen’s The Agreement (2004),
which was a hotly debated touring project on the Good Friday Agreement. In a
region that voted in its majority against the peace process Agreement, we orga-
nized a panel discussion with all of the Northern Irish parties to allow space for
them to develop and present their nascent official platforms on culture. We pre-
sented two exhibitions on the culture of the Orange Order, unpacking the concept
of Orangeism—positing questions about a Protestant / Unionist / Loyalist culture in
the North.” In the first exhibition we worked with the Orange Order, LOL 1 located
around the corner from MCAC, co-curating with them the presentation of Orange
Order artefacts drawn from their archives and local collections. The second show
highlighted contemporary artists’ response to Orange Order symbolism. We also
hosted the first public discussion about Orange Culture and we carried out primary
research into the nuances of ‘orangeism’ as a culture, a subculture, or a so-called
imagined community.®

In a third example, my colleagues and | set forth to collaborate with a local
historical society to present an exhibition within a framework of community curat-
ing. The project took place in 2007 and entailed an excavation of the local Wades
ceramic factory, a cross-community oral archive of local people who worked there,
and the production of new academic knowledge on Wades ceramics. The show was
entitled: Wades Ceramics: Irish Kitsch or Regional Vernacular (2007), which posited
several unflattering dichotomies and provocative potential narratives. The show
was in juxtaposition to a show on contemporary Irish craft. We often considered
the dialogue between gallery spaces as much as more immediate discussions found
within the exhibitions site. The public loved the shows and our numbers soared.

Installation view of exhibition ‘Wade
Ceramics: Irish Kitsch or Regional
Vernacular?’, Millennium Court Arts
Centre, 2007

Slow Curating

It was during the later years in Portadown that my approach to socially
engaged curation was developed into an approach that | have called slow curating. It
is a framework that enables, explores, and expands museum and exhibition experi-
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ences for more relevant audience engagement. Inspired by the Slow Movement, it
intentionally and directly connects to context and specifically notions of the local,
employs relational and collaborative processes, and reaches out to diverse commu-
nities. It is not necessarily about time, though it is temporal in a relational way.
Indeed, the process includes a meaningful and deep understanding of one’s imme-
diate context, working with local experts to learn the cultural politics, the poetics
of place, and to investigate issues (conscious and unconscious) that affect everyday
lives. The notion of taking time is important, as is working in collaboration with a
sense of place and alongside working artists and the community. It means promot-
ing reciprocal relationships, open-ended proposals, and outcomes that can be
decided by different people and at different times in the process. The element of
control and power ebbs and flows, and self-reflection and self-evaluation are con-
tinual and an important part of the process. The slow method also connects
directly to pedagogical models and does not recognize the institutional division
between the notions of curatorial and educational processes and methods
employed in the process.

One example of this approach was a solo project with Belfast-born artist
Andre Stitt who is based in Wales. Known as a performance artist, Stitt was a cen-
tral figure in the political art scene in Belfast in the late 1970s, in London from
1980 to 1999, and then in Wales for more than two decades. We invited Stitt to
come to Portadown to create a new body of work that was developed through a
series of site visits and explorations in Craigavon.

Central Craigavon was a planned city, in the vein of Milton Keynes in Great
Britain and was conceived as a linear city linking the smaller towns of Lurgan and
Portadown to create a single urban, progressive, nearly utopian place. Cash incen-
tives were offered to draw families from Belfast down the M1, and planners
embraced new ideas of personal and leisure space, including separate paths for
traffic and cyclists. But when the Goodyear factory, the largest European factory at
the time, closed down and the Troubles broke in the late 1960s, the planners left
and around 50% of the city of Craigavon was never built. It was locally known as
Little Beirut.® By 2008 there was a renewed spirit post-peace process and a Celtic
Tiger thirst for housing. Craigavon began to see a gentrification on the grounds of a
dystopian site.

Stitt responded to the context by: walking and biking the territory and vari-
ous sites, talking to locals, researching public records, and creating a new series of
paintings. The end result was an exhibition and catalogue. The artworks in the end,
arguably, had deeper and more relevant connections—sometimes literally in relation
to a fact, a person, or a place, and sometimes conceptual as traces of human rela-
tions and memories.

During that time my curatorial process began to include working with artists
to create space for meaningful and deep understandings of local context, working
with local experts in the community to investigate issues that affect everyday lives.
Here is where the dramatic break from art as objects alone began for me as a cura-
tor. The process became just as important; the authorship was blurred, and the
expertise of place, context, and even of making was highly and intentionally compli-
cated. Our organisation (and the people within it) developed an expertise in socially
engaged practice with artists whose work engages with socioeconomic and political
context and issues. We worked with artists who create dialogical projects unfolding
through a process of performative interaction. Imperative to this process was the
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role of the audience and the community, and often outside art workers, community
activists, politicians, and others became a central part of the process.

Guerrilla Girls All-Ireland Tour

A final example is a project carried out in Ireland—both North and South. In
late 20082009, MCAC co-commissioned new work by the internationally known
feminist arts group, the Guerrilla Girls, based on site visits and research material.
Importantly, | wanted to have an all-Ireland investigation—rarely seen in Irish visual
art / Irish museums—due to the divided country. We also wanted the project to be
open-ended and extremely collaborative, with four key commissioners. The project
became a collaboration between Millennium Court Arts Centre in Portadown, the
Glucksman Gallery in Cork, the University of Ulster in Belfast, University College in
Dublin, and the National College of Art @ Design in Dublin. We met regularly to
collaboratively guide (not manage or push) the process of the project.

The research carried out included: “gigs” by the Guerrilla Girls to hear from
artists, creative workers, collectors, and museum administrators; statistical research
by arts activists’; and online comments from the Guerrilla Girls All-Ireland Project
website. The research was about listening to others, gathering stories and experi-
ences, and counting-literally a quantitative element that focused on how many
female artists were in the collections of the major museums in Ireland—the Ulster
Museum in the North, the Irish Museum of Modern Art and the National Gallery-
both in Dublin, and the Cork-based Glucksman Museum. Other quantitative
research included statistics from the Arts Councils in the Republic of Ireland and
the North of Ireland, as well as statistics on female students and outcomes after
graduation from the National College of Art @ Design and Ulster University. Far
from being off put, the museums, the universities and the Arts Councils happily
participated in the process. All of this research was then sent to the Guerrilla Girls,
who responded to the statistics, the oral archives, and their own instinctual creative
processes to create the new work.

Guerrilla Girls meet young audiences
in Cork, Ireland, in 2009, as part

of the all-Ireland tour and new work
project.
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‘I'm not a Feminist, but if | was, this is
what | would complain about’, 2009.
New work commissioned as part of
the all-Ireland Guerrilla Girl project.

The Guerrilla Girls gigs were held in Portadown, Ulster University in Belfast,
NCAD in Dublin, and the Glucksman Gallery in Cork. The gigs attracted young
women who responded well to the events. Questions were posed, such as, “Do we
really need Feminism?” and “Aren’t we past that?” As one of the Commissioners, |
felt that what was important was the creation of new work but also facilitating the
space for dialogue and debate on a subject often not discussed. And many of the
participants said that to experience the Guerrilla Girls in person and see the new
work was a once-in-a-lifetime opportunity to see art history in the making.

With four new works, the all-Ireland Guerrilla Girls Tour was then exhibited
in Portadown, Cork, Dublin, and Kilkenny. | feel the project was historic and signifi-
cant in relation to artists and the museums of Ireland—both North and South.
These artists had something very important to reveal to those of us in the visual
arts in Ireland, as they commented on the status not only of artists who are female
but also on gender, race, nationality and religion in contemporary society. An
important aspect of the overall project was continuing the dialogue about the
issues raised by the Guerrilla Girls. At all venues, with Gigs in early 2009 and then
on the tour in 2009-2010, the hosting organizations hosted public discussions.

In relation to the curatorial process, there was an intentionality of openness
and transparency in organizing, a collaborative curatorial premise or premises, an
open-ended artistic process that focused on the dialogical method of mediation
both before and after the artwork was created, and highly political yet poetic
potential outcomes. Whether at meetings or at the gigs, workshops or getting
dinner after events, it felt like a sit-in demonstration at university with an unruly
bunch of potential agitators. What happened was a multi-site, cross-disciplinary
approach