The shape of things – Reflections

Some history.

Taking the time to look through the stored material and information dating back to 2003 is to be reminded of the substantial journey the shape of things has taken through a process of exploration, creation and discussion between many individuals and organisations about the relevance of contemporary crafts and artists who make to the diverse cultural capital and social profile of the UK, or more precisely perhaps of England because of the engagement of Arts Council England as an early partner and provider of funding. 

Initially in 2003 by commissioning a piece of research Arts Council South West sought to develop ideas of exhibition projects that ‘through presenting works by contemporary makers to explore the link between cultural identity and creative practice in the crafts’. Research would ‘test viability, identify makers, establish contact with potential venues and develop an exhibition methodology’. The research covered a lot of ground establishing that there was considerable interest. What was abidingly clear at the time was a national policy and strategy vacuum within which some organisations with craft programmes and museums did exemplary work in relative isolation while others appeared to ignore the place and need for conscious diversity programming.  Organisations that were programming for diverse cultural forms of expression and audiences for that work had no tangible network to enable sharing of knowledge and experience. The research linked to the south west regional decibel programme as part of the decibel initiative 2003-2004 through which Arts Council England aimed to raise the profile of British based African, Caribbean and Asian artists and to provide a networking opportunity and support to culturally diverse organisations and artists. 

Alongside this was the absolute resistance by artists to their practice being bracketed in anyway as defined by their ethnicity when they saw themselves and indeed were contributing totally to the mainstream of contemporary art and craft. So the outcome of the research was a recommendation for exhibition as the core of a strategic initiative addressing the representation and profiling the contribution of artists with diverse backgrounds to contemporary crafts. A period of further research and development backed by Bristol City Museum commissioned three artists to make a piece of new craft work and question the value of an artist’s cultural identity to their creative practice. A seminar was held at which the results were presented and discussed by the artists who were candid in their descriptions of their background and motivations for making and in their perceptions of how if at all their cultural backgrounds carried into their work. Attended by other artists, curators who explored with the three expectations of the crafts as a creative sector located within the decorative arts and how work rooted in production, technique and materials can convey meaning and question the context of identity. The outcome of this phase of research and development was a decision to apply to the Arts Council to implement a national programme of exhibitions.  The research had brought together a consortium of organisations. A successful application made by this group enabled development of the shape of things programme to get under way by April 2007.

Prior to formation of its steering group in 2007 at the core of the shape of things purpose was its aim to profile the considerable contribution and influence of the work by makers from diverse cultural backgrounds to the contemporary visual and design culture of Britain. A number of factors defining the activities of the shape of things had emerged from the research and development to become formalised into a group of key aims. The Arts Council / Penguin Books literary prize with a similar ambition was under challenge in the High Court through action taken by the BNP. The impact caused our own core aim to be questioned as to its legality under legislation.  Legal advice was sought and an opinion received that led to a revision in thinking that bursaries should have no explicit diversity theme.

Now in setting out to enable artists to create bodies of new work the shape of things would provide bursaries without constraint to artists to make new work. Through the results of the bursaries the shape of things would explore how artists that work with crafts influence and reflect national identity. Artist and curator partnerships would be formed to present this work as exhibition or installation. The ambition to encourage thinking about how to encourage audience and market participation in the crafts amongst culturally diverse communities was an implicit aspect. To promote the creative programme, support the building of the professional reputations of participating artists, encourage public awareness and the interest of the media to cover the contemporary crafts a public relations campaign would be created.  The transfer of work created for temporary presentation as a result of the investment of the shape of things into permanent public and private collections was an aspiration. The provision of ‘CPD’ for artists, curators and other professionals in the contemporary crafts was seen to be essential to achieving all of these goals.

Another early change was to the way in which artists came to participate. After a successful pilot first bursary to Rezia Wahid, one of the original artists from the R&D programme, invited to make work for exhibition at the Crafts Study Centre it was decided to promote the bursaries for open application rather than continue to identify artists and invite their participation. Artists were asked to respond to the context of identity the shape of things explores and to propose how their potential participation was relevant to their work and creative development and contribute to the programme. Attracting considerable interest around one hundred responses were received from two thousand downloaded application packs. From the quality of the responses and proposals there was no doubt of the capacity of artists to contribute to the shape of things. 

Aims.
Addressing the question ‘how effective has the shape of things been in fulfilling its strategic aims?’ encourages a number of responses. In parts certainly the project has fulfilled and sometimes exceeded expectations. In other aspects only time if given will enable an answer so the response is to indicate some of the actions taken. The actual, tangible and comprehensive success is without doubt the provision of artist bursaries and the outcomes in providing a context for the shape of things. Were the bursaries successful? With the final two coming to conclusion the answer is resoundingly yes. Each artist has risen to the opportunity to produce challenging, creatively ambitious work in content, technique and scale. This has raised the game in the expectations of their venue partners and of the technical resources at their disposal to present contemporary crafts. The artists’ individual interpretations and perceptive comments about their work brings fresh thinking to the discussion of diversity in our society and draws our attention to the nature of the crafts as expressive creative media containing and conveying individual and collective meaning.  Adding to the creative outcomes are a rich mix of catalogues for each artist, commissioned writing to contextualise the work and commissioned images of the artists’ output. Venues commissioned videos of the artists speaking about processes, materials and meaning while at work. The original promotional function of the web site has developed as a digital space to visit the project, the artwork and express ideas in. The PR campaign has generated substantial press and other media interest with writers following the shape of things through its programme coming to know it to reflect and interpret the artists’ work and the programme aims.
In creating opportunities for artists’ work to be presented in specific locations and venues and introducing artists and curators to each other’s work the answer again is, yes we did that with success. The working partnerships between each artist and curator varied in approach and were not without tensions but the opportunity given to each side to work together to achieve the presentation of the artist’s work was rare and as such from the comments they have made so far mostly appears to have been fulfilling. We have to question whether the original aspiration for ten venues and twenty artist bursaries was too ambitious as an aspiration because it was not met.  In the event the process of contact, meeting, discussion and eventual making an agreement on participation was so demanding in time that a decision had to be made to stop seeking further venue partnerships once six had been reached. Understandably there were fears and trust factors in some of the apparent concerns about joining the partnership. For others it was about committing resources. At no point was any reluctance to engage with the context of the shape of things expressed. Enthusiasm for tackling this that all the partners had plus recognition of the development opportunity (illustrated by Touchstones, the sole venue to come into the partnership through making a direct request) led to far simpler dialogue and negotiations.

Revision to the numbers of intended venue partners and consequently of artist bursaries was also influenced by the Arts Council system of releasing payments by timed instalments against results.  As each partnership between the artist, venue and the shape of things was to be contractually written into a formal three way agreement there came a point prior to advertising the bursaries where reassurance was sought that enough of the grant would be paid to cover the intended number. Unfortunately this could not be given at the time and ultimately the conditions of the award were revised in agreement with ACE. 

Nevertheless the programme from 2007 – 12 is of sufficient quantity and quality to be demonstrably substantial. Inter partner touring brings the venue presentations up from eight to eleven. These comprise two collaborations between artists on the joint use of gallery space at Bristol and Bilston. Touchstones produced two separate exhibitions, as will New Walk Museum and CSC one. The latter toured to City Gallery. Flow Gallery produced a group show that toured to CSC. The Bilston show toured to Touchstones. 

Aiming to interact the process of commissioning contemporary craft with that of making acquisitions for public collections and explore ideas for extending audiences and market of private buyers specifically refers to commissioning artists through the bursaries to produce new work for temporary exhibition and installation and seeking opportunities to both encourage and create models of this practice from the shape of things programme. It’s fair to say that it was easy to aim for but hard to achieve the goal of acquisition and as a model it has to be acknowledged success is limited so far to two known sets of purchases. Two works were acquired by Touchstones from its artists for its own collection. The work of one artist has been purchased by a distinguished private collector (albeit via a third party recommendation not directly from the programme) and will ultimately be gifted to the collection of contemporary ceramics at York Museum. No less valuable as a contribution to encouraging thinking was the event held to discuss the second part of this aim hosted by Pentagram in conjunction with the shape of things at flow. In the UK the collecting and display of contemporary art in the British Museum Sainsbury Galleries and by the Ashmolean Museum department of Western Art are exemplary in placing contemporary craft within its historic context. Both curators responsible for these collections attended the shape of things at flow and Pentagram amongst many other artists, curators and producers, writers, collectors, colleagues from the Crafts Council and other craft organisations. Lower key and smaller in attendance but no less thought provoking was the event at the Craft Study Centre during the tour there of the flow exhibition that covered similar territory.

The shape of things at flow was a deliberate attempt to move the context of the shape of things towards the world inhabited by individual collectors. As a venture it reinforces respect for the commitment of the independent gallery owner willing to invest in presentation and representation of artists work. It demands a very particular skill and commitment to continuously promote artists and exhibitions and to build a list of wealthy regular clients who in buying challenging new work frequently rely on and trust the owner’s judgement of its quality and creativity. The exhibition drew much praise but as a strategy it failed to secure private buyers. This may reflect the length of time it takes to build trust when introducing and selling new work to a private sector client base requiring different approaches to those for the audience base of the public museum. Although contemporary art and craft is frequently for sale when shown in public museum and gallery these venue curators don’t have the skills or time to create markets or sell artists work. 

Amongst those who joined us for the event at Pentagram were founder members of The Collective group, individuals coming together for the purpose of buying art through sharing financial resources. It creates a structure for discussion and debate about art as well as making acquisitions and establishes relationships with curators and galleries. Public museums and galleries are also experimenting with groups drawing together focussed groups for regular visits and meetings with curators from within their general audience and communities and there may be given time and investigation some method for bringing together private and public sector skills to build audiences and markets. Unfortunately we did not cover this thought in our programme of professional development events. These are intended to engage those creatively involved in making, presenting and interpreting contemporary crafts in critical debate and build a strong network of those concerned with diversity in crafts. To this end a considerable and targeted mailing list was made across a range of professionals concerned primarily with craft that was drawn on and extended for each event according to the subject to be discussed. This aspect of the programme is one of the hardest to assess in terms of effectiveness because primarily the experience of participating is so personal to each individual. Also it is far from over. 

Attendance is perhaps a measure of effect. The Launch and the Pentagram event exceeded expectations of guest numbers. The Bristol Curator Day purposely had a very local catchment and was well attended. It was disappointing that a similar day promoted for Bilston drew almost no interest and had to be cancelled. However the Crafts Study Centre partly drew on its University host for attendance that was similar to Bristol. The project development and review events held exclusively for TSOT artists, curators and other participants drew on their strong commitment to the project and were well attended. The final event of my time with TSOT was the discussion about the audience for craft at Touchstones led by Caroline Griffin as a follow up to her work on the Audience Development Toolkit commissioned for venue partners prior to the 2010-12 programme. Again this was deliberately in part local to the north west in its targeted catchment group although participants also travelled from other parts of the country. Another measure is the depth and strength of the discussion that took place. Again at Touchstones we met the attendance numbers set and enjoyed a comprehensive open discussion. Caroline’s own written reflection on this gives a good account. Video recording of the Launch and Pentagram events are evidence of great debates. A transcript of comments from a sound recording made at the artist review day in August 2010 mid way through that intense year is demonstrative of the perceptions artists brought as partners to the project. 

Adding value to the work of museums and galleries through investment in each venue project for advertising, promotion and catalogues was designed to support education and enhanced curriculum development as well as in building audiences and marketing for exhibition. Lesley Butterworth of NSEAD developed CPD days for teachers in conjunction with the exhibitions at the CSC, Bristol, Bilston and Touchstones. The ability of TSOT to offer more direct support to venue education activity was constrained by lack of success despite several applications by Lesley through NSEAD in raising funds from trusts and foundations for this purpose. We also approached the Heritage Lottery Fund and received as with our other approach to the Esmee Fairbairn Foundation warm interest and advice on how to proceed. Despite this apparent support our applications were ultimately unsuccessful.  However Caroline Griffin’s toolkit for audience development was sent to each venue partner and included tailored information on the demographic of the catchment communities for each. The days we provided at which venue curators discussed how to approach relationships with artists, advertising, promotion, publications were intended as useful adjuncts to professional development as well as building a shared approach to partnership.

MRPR worked tirelessly in conjunction with the marketing and curatorial staff of each venue and directly with Yvonna Demcynzka of flow on preparing press releases and undertook the national promotion of each artist and exhibition project. Venues managed their regional publicity. The national campaign developed through ongoing discussion with Mary Rahman took a consistent theme set by the shape of things tailored to each project with particular media targets. The success of Mary’s ability to sell the TSOT story is evident from the articles available as downloads in the press section of the web site. David Hyde the designer of our catalogues generously volunteered space on his web site studiohyde.com for our press image downloads. Consistent display advertising in Crafts Magazine for each project retaining the ‘house design’ style developed by Bharat Patel ensured that combined with the high level of editorial coverage in the magazine TSOT had a strong visible presence in the craft mainstream.
Process

The shape of things was designed to operate as a cooperative structure where artists, curators, project team, steering group were equal partners without hierarchy. The approach to its direction was to provide a catalyst beginning by taking an idea and context to others and enabling an opportunity and space for everyone taking part to contribute interpretations and fresh ideas to the project context as well as to its outcomes. It was in this spirit to ensure that we avoided the traditional imposition made of artists to attend interview to justify their participation in a project, TSOT utilised ‘open space’ systems to design a structure for the final process of making decisions about participation which we called ‘the shape of things day with artists and curators’ – at the Watershed in January 2008.  This of all the processes used in the development and production of the shape of things was the most valuable in establishing the commitments that were essential to achieving the ambitious goals we had set.

To take a step back to how we reached this point - with ninety four applications and eight bursaries to award there had to be a process of elimination. A first view of all artist proposals took place to assess which of these made the strongest fit with the aspirations of the project. A long list resulted then a selection group of organisers, curators and steering group met to view work and read proposals together. From this the artist group was reduced to eleven who were invited to a selection day in Bristol. In their application packs the artists had received statements from all of the venue curators containing extensive information about their venue, its audience and programme policy, collections, the demographic background of the local population, outlining what why their venue was part of the shape of things and what they hoped to gain from working in partnership with an artist. When applying the artists had been asked to provide first thoughts about what they would like to make if they received a TSOT bursary and how their creative development would benefit, describe their evaluation of the project aims and how their work would reflect these and how they met the artistic criteria, which venues if any interested them most to work with and why.  So when we actually met the artists and curators already knew quite a lot about each other. During the morning the shape of things project organisers began by discussing the purpose of the day and the context we were meeting in. Artists and then curators each introduced their work. For the first part of the afternoon circulating in small groups between topic tables. In the knowledge café with tables leaders from the TSOT team we discussed - context - practical working issues- marketing & PR and audiences. This aspect of the day was intended to begin us thinking together about the issues and to allow space for potential working relationships to begin to coalesce. Artists and curators then talked together without project organisers in the venue café, each table led by a venue curator again rotating as small groups to complete this session. Each table leader made notes on the ‘tablecloth’ during the conversations of points they felt important. All participants made a note on ‘post it’ papers of points they wanted to emphasise. All these were collected for the summary session. This session in the summary circle completed the day by discussing how we felt about what we had heard and learnt. The first step towards creating a community of interest amongst hitherto strangers and building relationships between artists, curators and the TSOT team was taken on this day. 

The relationship between artist and curator was especially important to the success of the bursaries and thus the programme. A consequent impact on creative development for the artists is the curator and artist partnership working towards the presentation of the work in spaces that enable them to challenge audience and venue expectations of content, scale and form of craft. The artists therefore contribute to the format for the display of their work and the curators are there to advise, comment on and support what was emerging during its making.  At the end of the afternoon the artists left a note of any change to their thinking about which of the venue/s they wanted to work with. Some made a definite change. Others either remained content with their first preferences or to work with any of the venue partners. 

The group of eleven artists had to be reduced to eight, the number of bursaries available. At the start of the day it had been made clear that the means chosen by TSOT for this difficult decision was to be through asking the curators to say at the end of the day (for the first time) who they felt they could best work with. To allow for this discussion between venues and TSOT in regard to aspirations from the bursaries for programmes and project the artists departed. Inevitably some curator and artist preferences overlapped which created problems that could not be resolved in the remaining time. The curators’ preferences to were noted and with the artists’ taken away by TSOT to begin a complicated process of negotiation to achieve the best possible programme outcome. The evidence of the subsequent working partnerships and collaborations that emerged together with individual responses as to the quality of discussion and enjoyment of taking part suggests the complexity and risks of the process were worth taking. There was a painful downside and this can’t be taken lightly as the disappointment of artists not offered a partnership and bursary was almost certainly heightened by taking part in such an engaging and participative process.   It was made clear to everyone before taking part that there would be disappointments for artists who might not be offered a bursary and for curators who might find they were unable to work with the artist they particularly wanted. The response of artists not offered a bursary ranged from anger  and a sense of exposure and being badly let down from the raised expectations the day encouraged to the more sanguine but nevertheless disappointment and hurt was clearly an unintended outcome.

The open space system provides a format for discussion that is at once convivial and without hierarchy. It led us to have an open attitude for all our planning meetings and extended into the review day held to discuss the future implications of TSOT and whether some form of group discussion should continue to take place despite several of the artists and curators having concluded their projects. This concept of the conviviality of crafts later emerged from the discussion of audiences at Touchstones that similarly deployed open space techniques. From these experiences it seems as though the open space process when used strategically is well suited to the crafts. Once agreed, offered and accepted by the artists the bursary process moved into the next phase of support for selected artists to push the boundaries of their creative practice. Venues had almost all by now fixed programme dates for their projects forcing the pace of work for the first and extending the duration of participation for the last partnerships. 

The nature of the support given by the curator to the artist naturally varied in each instance according to circumstances and individual personalities. Common essentials were studio visits, contact throughout, access to resources such as collections, the knowledge of other curators and or technical staff. The scale of the exhibition spaces provided by the venues demanded of the artists an exhibition or installation that would fill it in a meaningful way. Equally the artists in their willingness to experiment and risk to push their practice forward challenged each of the venues to respond to their ambition. Perhaps too the commitment of the shape of things to building the professional reputations of artists and venues encouraged ambition in their creative responses? 

A great deal of attention was given to preparing the artist application material, the questions asked on the form and the information about the shape of things and venue partners so that artists were very well briefed from the outset. Once partnerships were committed to a three- way agreement that although not a legal contract perhaps did bind artist, venue and the shape of things to very clear commitments.

Not perhaps processes but the following influential factors that flourished in the space the shape of things process allowed for individuals to join and contribute to its programme.

Engaging Mary Rahman to create and manage a national PR campaign proved critical to the programme providing profile but also professional support, contacts and another invaluable contributor to its content. The press campaign engaged with journalists in the mainstream media and specialist visual art and craft press and reached into lifestyle media aimed at British Asian readers and listeners. These journalists were unused to covering the crafts or visual arts. Interview questions referred a lot to lifestyle, career choices and motivation but their readiness to cover TSOT suggests that there is a willingness and potential to do more. An important part of the approach to the campaign was continued contact with journalists and writers for the duration of the programme, finding angles relevant to each artist or venue to keep the approach fresh and developmental.

Bharat Patel, whose concept for the shape of things logotype was the basic unit of its visual identity for our advertising and promotional print was asked to produce Design Guidelines for the graphic style of the shape of things. These were supplied to all the venues and alleviated a potential point of conflict with their promotional identities and maintained consistency in the visual profile of the shape of things across a varied range of in house and external advertising. The catalogues although produced by a second designer David Hyde and unique to each exhibition project had a close design fit and consistency of production. These utilise the logotype but bring a distinctive quality to the programme engendered by David’s commitment to design in response to each artist and venue.

The aims of the shape of things could be described as situating it in territory somewhere between artist promoter and public project. The distribution of catalogues to curators of venues not directly involved in the programme reflects the commitment to introduce curators to artists’ work, interact the process of commissioning new work with acquisition for public collection and promotes the context of TSOT within the profession. The events programme is targeted at professional development with these outcomes in mind. Prior to the concluding symposium this February for which advertising and promotion is key, in an attempt to create a sense of inclusion attendance was encouraged by direct email invitations to potential participants and sometimes encouraging phone calls from mailing lists tailored to each event. 

If there is one process that despite preparation of a risk strategy not taken into account it was that of change. The shape of things has taken many turns not least in the length of time originally envisaged for its span. Inevitably there has been much change and the project has evolved over time. Although only one of the original curators left for a new job during the programme this possibility as a potential impact of change to the fundamental partnership between artist and curator was not for seen in the design of the programme. Neither was the substantial change to Arts Council that removed art form specialist roles from its officers, ending our relationship with the national craft officer group thus reducing the input of its officers and our potential to influence future policy towards crafts. Economic change and pressure on local authorities impacted on our venue group and pushed the concluding project from the original partner into another venue and new year thus stretching resources still further.

Producer’s role 

If the producer has a critical role in an initiative such as the shape of things it perhaps depends on an ability to unify personal knowledge and experience with the willingness to act as catalyst and front for a project even when unsure of the ground it is about to break. In the instance of the shape of things knowledge of the crafts, a background that encompasses roles as a commissioner, researcher, producer and bureaucrat enabled all of the structural components of TSOT to be constructed from scratch as we went along. For example the request made to curators for the background statements provided in artist information packs came directly from the experience of commissioning public art where description of place is vital information for artists submitting proposals for locations other wise unknown to them. It also gave a personal mailing list and the confidence to use it to make a phone call or send an invitation to elicit interest. In the case of the shape of things this led to the origination of the consortium of organisations making the funding bid and the venue partnerships. Knowledge of the arts funding system usefully was put into the application to ACE. Coincidence of interest sometimes plays a part. The original commission from Arts Council South West in 2004 came because of a previous exhibition project Acknowledged Sources that had some common ground with research into diverse cultural experiences.

Diversity, influence and craft

From developing and producing Acknowledged Sources I had come to believe that the relatively common experience of many makers to be interested in and draw on the influence of cultures other than their own made craft potentially significant in our cultural landscape. Craft making and appreciation have common values in all cultures with interpretation and influence that cross boundaries of time and space. Nevertheless the initial research task in 2004 was taken on with some initial reluctance because frankly almost any exhibition project associated with cultural identity appeared to carry risk of the association of its production being thought to be based on the artists’ ethnicities. It is without doubt still a live question publicly voiced at two of our events and may well have been raised behind closed doors.  Artists are understandably aware of the risk too and cautious. The research was personally convincing of the need for a strategic approach to profiling what artists working with the crafts were contributing and that it is essential for the future cultural and social relevance of contemporary craft for a visible recognition in policy of the impact of a culturally diverse society on the crafts. The fortuitous introduction by Deirdre Figueiredo to the work of Rezia Wahid during the later R&D stage led to conversation with Rezia about her exploration of her Islamic heritage and the implications for her work provided a powerful and convincing example of what the shape of things could help to achieve. The shape of things came to be a personal preoccupation with the complexity and subtlety of thinking required about individual identity in an intercultural society that frequently seems to elude the discourse of mainstream politics with its emphasis on conformity to ‘British’ values. Yet the language used to discuss diversity in cultural discourse frequently seems too complex and dense in expression to counteract the blunt instrument of politics to offer clarity of understanding. 

It has been a learning journey at once refreshing and illuminating—Bonnie Greer’s words of November 2009 in reaction to our artists speaking of their experiences and work yet again seem ever more apposite: ‘this is some of the most intelligent and articulate explanations of diversity in art that I have ever heard. The networking aspect of the shape of things that engaged us all in a micro project community has always been important. Since 2008 when the majority of artists joined the project families have been started, citizenship achieved, friendships created. As a project it became almost obsessive, infiltrating my family life. I drew on the knowledge and expertise in the use of open space as a strategic instrument of Will Kay who designed and facilitated the Day with Artists and Curators in Bristol and continued to follow the project attending the programme launch and subsequently also designing and leading the shape of things Review Day in 2011. 

Could it happen again now? It seems a different age of arts funding and partnership. ACE was an active initiator working in a regional partnership with major heritage venue and me as an individual consultant acting as the catalyst and driver to develop the project. The shape of things has developed against a background where the identity of the individual and of communities in relation to citizenship, individual and national cultural values has become intensely politicised. Inextricably now part of the national political debate national identity is being linked to migration, the economy and the impact of globalisation. Nuanced by the current debate on the value of the political union of the UK awareness of the fluidity and changing nature of how individual and national identity is perceived through cultural initiatives seems ever more relevant. 

To engage with demographic change occurred and occurring in British society and culture to understand its place within is important for the cultural role and meaning of the crafts in all its forms. It is early in process to analyse the effectiveness of shape of things aims and strategic influence towards this goal. Ultimately it’s the job of the evaluation by Hybrid to do this and perhaps answer whether a time limited, project based initiative can be strategic or whether it requires an organisation providing continuous practice to be ‘strategic’ in programming and therefore influential? Hopefully the strategic legacy of the shape of things will to be seen to have asked the right questions to progress practice, debate and understanding forward in its own field of creative endeavour but as a time limited project it will be up to others to provide the answers.

David Kay

January 2012

Some of the many people that gave their time to the shape of things have been mentioned in this reflection only where to do so illustrated an action or part of the programme. I would like to acknowledge the commitment to the shape of things of the artists, curators, TSOT team and not least the steering group, without who it could not have achieved so much.

Appendices:

1. Agenda and notes from the day with artists 17th August 2010

2. Report of the shape of things review day 6th April 2011
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