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Sara-Jayne Parsons 
 
An accumulation of care: affect in the role of the contemporary curator  
 
 
This research portfolio investigates an affective approach to contemporary 
curatorial practice that is shaped by an accumulation of care. By retracing my 
working methods and noticing small shifts or interruptions, I reveal transformative, 
incremental changes in my work as a curator. I introduce curatorial practice where 
care is described as the physical and intellectual concern for objects in a 
museum, and consider traditional narratives ascribed to the role of a curator.                        
I then propose an expanded understanding of care in curatorial practice that goes 
beyond stewardship to encompass engagement, empathy and allyship. Adopting 
a posthumanist methodological strategy which negotiates subjectivity and 
supports an untangling of remembered and recorded autobiographical details, I 
examine threads of care found in material evidence of exhibitions, commissions, 
and texts. These case studies call attention to aspects of affective labour in 
curatorial practice that weave across three main areas: exhibition-making as a 
collaborative experience; the curator as critical friend; and promoting social 
justice through intersectional perspectives in curatorial practice. This fresh 
exploratory model employs close scrutiny of subjective experience, through 
which I expose an embodied accumulation of actions that highlight the agency of 
affect. In the scope of the investigation from 2005 to 2020, threads of curatorial 
care emerge, interweave, overlap, and inform each other at various stages of my 
professional development and in different contexts. Case studies demonstrate 
exhibition-making at the Bluecoat, Liverpool, a non-profit arts centre in the UK, 
and the Art Galleries at TCU, a private liberal arts college in Fort Worth, Texas, 
USA. Comprising previously published texts and photographic documentation of 
exhibitions, this research portfolio charts new terrain by suggesting a novel, 
creative framework for the critique of contemporary curatorial practices.  
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Introduction  

 

Working as a curator since 2005, my professional approach has developed as a 

flexible and organic response to experience and curiosity. I have organized over 

thirty public exhibitions, mostly developed in seeking answers to theoretical 

propositions, questions of context of production, or a remit posed by an 

employer. Significantly, they were produced in a kunsthalle context, with a focus 

on commissioning new works with artists, and liberated from more traditional 

curatorial preoccupations with the care of a collection. Each opportunity brought 

a new set of challenges to my practice and my curatorial role expanded as a 

result; from a specialist exhibition-maker to that of a cultural producer, 

encompassing commissioning new works and live programming.1  

Critical investigation of this personal trajectory traces the evolving nature 

of my curatorial practice by elucidating and exposing significant moments of 

change, shift or disruption. In this process, exhibitions, commissions, and 

publications function as indexical evidence of habits and reactions acquired 

through subjective experience; the material results of socially mediated 

interactions that are relational and embodied.2 These sensibilities reveal an 

expanded curatorial practice shaped by an accumulation of care when 

 
1 My practice also includes attendant activities such as fundraising, audience development, strategic planning, 

hosting artist residencies, and mentorship of artists and emerging curators. 
 
2 Use of the terms “subjective experience,” “subjectivity” or “the subjective” throughout this text, refer to the 

attributes of my “becoming” formed by personal feelings, ideas and perceptions of reality, characterized by 
interconnectedness and a dynamic process of flux; I am not a fixed ‘thing.’ My “in process” state is continually being 
formed by my affective relationships and social interactions. At this moment I ascribe to Rosi Bradotti’s posthuman 
affirmation of relational community and accountability. Braidotti, Rosi. The Posthuman. Cambridge: Polity Press, 2013, 
49-50. 
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discussed in relation to each other.3 This web of care goes beyond stewardship 

of artworks to encompass engagement, empathy and allyship with people. 

At this moment, a posthuman methodological strategy, that contemplates 

subjectivity as a dynamic process and considers an affective curatorial 

approach, suggests the most useful means for me to explore and express what 

is experienced in my practice. This position allows for a non-linear 

understanding of career progression and traces the untidy assemblage of 

curatorial agency shaped by transformative encounters. An investigation of 

affect also results in a richer, critical overview of professional practice that 

recognizes and values knowledge derived from lived experience.  

 

 

Situating an Affective Curatorial Practice 

 

The word curator comes from the Latin cura, meaning “to take care,” and while 

the profession still largely encompasses traditional roles of care for artworks, 

the processes and expectations involved in contemporary exhibition-making 

have become more complex in recent decades.4 Additional responsibilities are 

 
3 “Accumulation of care” is a term devised here in reference to Anna Hickey-Moody’s suggestion that “our 

subjectivity is the embodied accumulation of our actions,” alongside Gregg and Seigworth’s understanding of affect as a 
“gathering place of accumulative depositions.” I propose that examination of the role of affect through lived experience 
can reveal an accrual of behaviors that enable a curator to maintain and sustain relationships with artists, collaborators 
and audiences. Hickey-Moody, Anna, “Affect as Method: feelings, aesthetics and affective pedagogy,” in Coleman and 
Ringrose’s Deleuze and Research Methodologies, Edinburgh: Edinburg University Press, 2013, 79; Gregg, Melissa and 
Gregory J. Siegworth (eds), The Affect Theory Reader, Durham, North Carolina: Duke University, 2010, 9. 

 
4 Chisholm, Hugh, ed. (1911). "Curator". Encyclopædia Britannica. 7 (11th ed.). Cambridge: Cambridge 

University Press, 636. Attempts to define and understand the role of the contemporary curator have been lively for some 
years now and highlight a range of understandings regarding the role. Key texts in this conversation include Carin Kuoni, 
ed. Words of Wisdom. A Curator’s Vade Mecum on Contemporary Art, (2001); Paula Marincola, ed. What Makes a Great 
Exhibition? (2007); Hans Ulrich Obrist, A History of Curating (2008); Karen Love, Curatorial Toolkit (2010); Kitty Scott, 
ed., Raising Frankenstein: Curatorial Education and Its Discontents (2011); Paul O'Neill, The Culture of Curating and the 
Curating of Culture(s) (2012); Terry Smith, Thinking Contemporary Curating (2012); David Blazer, Curationism: How 
curating took over the art world and everything else (2014); and Hans Ulrich Obrist, Ways of Curating (2014).  
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regularly assumed within the role that reflect an expansion of care beyond the 

physical and intellectual concern of objects in a collection. This affective shift in 

the role considers the interests and methods of artists as well as institutional 

initiatives and audiences; it can be characterized as an approach where 

curators respond to change, and maintain and sustain relationships, as well as 

managing artworks.5 This is where that I situate my role as a curator.  

The following summary highlights key aspects of my curatorial practice 

which identify posthuman concerns and reveal an affective approach. For 

despite recent understandings of artists’ use of affective strategies through 

relational aesthetics or participatory practices, as yet little attention has been 

given to the concern of affect in the role of the curator.6 The considerations 

presented here uniquely reveal the development, growth and agency of affect in 

my curatorial practice.7 Throughout, subjective experience is noted in blue text 

to interrupt and draw attention to moments of change and shift in my working 

habits and understanding of the role of a curator.  

 

 

 

 
5 This affective territory of care is influenced by relational aesthetics and participatory art practices which have 

become popular as innovative modes of creative discourse for curators that value sensory experience and relationships.  
Bishop, Claire. Artificial Hells: Participatory Art and the Politics of Spectatorship. London: Verso, 2012; 
Bishop, Claire. “Antagonism and relational aesthetics.” October, 110 (Fall 2004): 51–79; Bourriaud, Nicholas. Relational 
Aesthetics. Les Presse Du Reel, France; Les Presses Du Reel, 1998; Knudsen, Britta Timm and Carsten Stage. Affective 
Methodologies: Developing Cultural Research Strategies for the Study of Affect. London: Palgrave Macmillan, 2015, 1-3; 
Martinon, Jean-Paul. Curating as Ethics. Minneapolis: University of Minnesota Press, 2020, 151-158. 

 
6 Notably while both Anna Hickey-Moody and Mark Johnson refer to the potential of affect as a methodology for 

artists, neither consider the subjectivities encountered or engaged by a curator in their daily role. Hickey-Moody, Anna, 
“Affect as Method: feelings, aesthetics and affective pedagogy,” in Coleman and Ringrose’s Deleuze and Research 
Methodologies, Edinburgh: Edinburg University Press, 2013, 79-95; Johnson, Mark, “Embodied Knowing through Art” in 
Biggs and Karlsson’s, The Routledge Companion to Research in the Arts, New York: Routledge, 2010, 141-151 

 
7 In particular this summary situates these changes around my growing experience of and engagement with 

social injustice as I moved from working in Liverpool to the more conservative environment in Fort Worth, Texas. For 
example, exhibition-making to highlight women’s rights in Texas, where abortion is currently banned, is a radical act. 
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Methodologies of Affect and Care 

 

Subscription to a posthuman condition that negotiates subjectivity and urges us 

to think critically and creatively about who and what we are in the process of 

becoming is helpful to consider when attempting to understand the evolving role 

of a curator.8 As Rosi Braidotti suggests, such an approach fosters an affective 

opening out and allows for multiple connections and lines of interaction.9 To 

pursue a methodological position informed by affect then is to seek a tantalizing 

form of liberation. What can affect do? Can the study of affect illuminate or give 

insight to curatorial practice?  

A philosophical concept focusing on the experiences of the body or 

embodied experience which originated in the writings of Spinoza (1632-77), the 

idea of affect has been scrutinized and elaborated upon by posthuman thinkers, 

particularly Gilles Deleuze and Félix Guattari who describe it as “. . . a 

prepersonal intensity corresponding to the passage from one experiential state 

of the body to another and implying an augmentation or diminution of that 

body’s capacity to act.”10 Essentially, affect is an unconscious response and 

change in the body that precedes conscious feelings and shapes our decisions. 

Excitingly, as Gregg and Seigworth point out, there is no single generalized 

theory of affect: “Because affect emerges out of muddied, unmediated 

relatedness and not in some dialectical reconciliation of cleanly oppositional 

elements or primary units, it makes easy compartmentalisms give way to 

 
8 Braidotti, R. The Posthuman, Cambridge: Polity Press, 2013, 12. 
 
9 Ibid., 166. 
 
10 Deleuze, Gilles & Félix Guattari. A Thousand Plateaus. Capitalism and Schizophrenia. Minneapolis: 

University of Minnesota Press, xvi. 
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thresholds, tensions, blends and blurs.”11 A study of affect involves exploration 

of lived experience that traditional academic scholarship has ignored..  

Affect presents a diverse, open-ended set of blurry possibilities for a 

researcher; potential paths that feel unsteady or areas that have not been 

previously articulated. Correspondingly, the language of affect varies as the 

range of approaches to the concept deflect a specific vocabulary.12 To 

understand affect in the complex web of my curatorial practice I consider and 

employ terms such as transformation, interruption, encounter, trace, and 

untangle. Used in relation to each other such words suggest moments of 

change with room for uncertainty or new ways of seeing. Another constructive 

term is sticky, with an understanding based on Sara Ahmed’s assertion that 

affect is what sticks, or what sustains or preserves the connection between 

ideas, values and objects.13  

The power of affect is made manifest in how an encounter informs our 

actions and creates change, and an investigation of this process has the 

potential to reveal new knowledge. How can we understand sensations in the 

body and draw attention to what moves us? How do we change as the result of 

such encounters?14 Anna Hickey-Moody points to the usefulness of “haecceity” 

or this-ness in the process: an understanding of how unique our experiences 

 
11 Gregg, Melissa and Gregory J. Siegworth (eds), The Affect Theory Reader, Durham, North Carolina: Duke 

University, 2010, 4, 6-10. In acknowledging an expanding definition of affect, Gregg and Seigworth suggest eight main 
orientations or areas of investigation where affect theory might be located, ranging from human/non-human practices in 
nature to politically engaged work that attends to the experience of everyday life.  

 
12 Massumi, Brian, “The Autonomy of Affect” in Cultural Critique, no. 31 (Autumn 1995): 88.  
 
13 Ahmed, Sara, “Happy Objects,” in Gregg, Melissa and Gregory J. Siegworth (eds), The Affect Theory Reader, 

Durham, North Carolina: Duke University, 2010, 29. Ahmed’s understanding of stickiness is helpful in addressing the 
frailty of memory. This concept reflects my use of old diaries and notebooks to support and challenge my recollections of 
events and relationships when writing this summary,  

 
14 Hickey-Moody, Anna, “Affect as Method: feelings, aesthetics and affective pedagogy,” in Coleman and 

Ringrose’s Deleuze and Research Methodologies, Edinburgh: Edinburg University Press, 2013, 79. 
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are and that “our subjectivity is the embodied accumulation of our actions.”15 

Similarly, Gregg and Seigworth refer to affect as a “gathering place of 

accumulative depositions.”16 How can this be explored? Where does lived 

experience figure as part of curatorial practice? I suggest that it is possible to 

situate and explore these questions in relation to the concept of care, a key and 

historically defining aspect of curatorial practice.  

The expanded role of the curator, as suggested earlier, encompasses a 

deeper engagement with artists, audiences and institutional initiatives. The idea 

and definition of care has extended to acts responding to change and 

maintaining and sustaining relationships; curatorial tasks may include 

preservation and risk assessment, or nurturing behaviours that encourage artist 

development. In this way, curatorial practice can be described as an 

accumulation of care; a sticky accrual of actions stimulated by a need to give or 

take care, think with care, or grow care.  

Long-used definitions of ‘care’ have been revisited in recent years. 

Writing in 1991, Joan C. Tronto suggested: “On the most general level, we 

suggest that caring can be viewed as a species activity that includes everything 

we do to maintain, continue, and repair our ‘world’ so that we can live in it as 

well as possible. This includes our bodies, ourselves, and our environment, all 

of which we seek to interweave in a complex, life-sustaining web.”17 Over 

twenty years later, María Puig de la Bellacasa, using Tronto’s work as a point of 

 
15 Ibid., 80. 
 
16 Gregg, Melissa and Gregory J. Siegworth (eds), The Affect Theory Reader, Durham, North Carolina: Duke 

University, 2010, 9. 
 
17 Tronto, Joan. C. Moral Boundaries. A Political Argument for an Ethic of Care. London: Routledge, 1993, 101-

110. 
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departure, explores definitions of care through a posthuman prism.18 She 

defines care as the work of maintenance, with ethical and affective implications 

but speculatively extends her definition to characterize it as transdisciplinary, 

disruptive work that is relational. Puig de la Bellacasa posits that thinking about 

care also has the potential to “make visible neglected activities.”19 The capacity 

of care as an undervalued affective social safety net is also suggested in the 

writings of Paige Sarlin who describes “vulnerable accumulation” as an 

affirmative response to structural precarity.20  

Usefully the ideas of Puig de la Bellacasa and Sarlin support an 

understanding of the place of care in the curator’s role as reflected in Michael 

Hardt’s term “affective labor” [sic], or that which is often immaterial and 

invisible.21 In this way, an accumulation of care results from the unglamorous 

aspects of a curator’s job; threads that hold practice together through a web of 

learning experiences encircling responsibility.  

 

My affective labour as a curator often involves hospitality and project 

management outside of the steps of care needed for artworks.22 I do these 

things to diminish the precariousness that sometimes surrounds an artist’s 

 
18 Puig de la Bellacasa, María. Matters of Care. Speculative Ethics in More Than Human Worlds. Minneapolis: 

University of Minnesota, 2017.  
 
19 Ibid., 12.  
 
20 Sarlin defines vulnerable accumulation as a concept that “accounts for and incorporates both economic and 

affective registers in its description of processes and activity involved in forms of sociality that arise between people 
experimenting with social forms outside or in opposition to market forces.” Sarlin, Paige. “Vulnerable Accumulation: A 
Practical Guide.” Scapegoat: architectural/Landscape/Political Economy, no.4 (January 2013): 339. 

 
21 Hardt, Michael. “Affective Labor,” in boundary 2, vol. 26, no. 2 (Summer 1999): 1-2. 
 
22 Over the last two decades the concept of hospitality been critically examined both through writing and 

exhibition-making. The following key texts complicate and pose questions about hosting and relationships between 
artists and curators: Billimore, Yvonne and Jussi Kotela, eds. Rehearsing Hospitalities. Companion 1. Berlin: Archive 
Books, 2019; Von Bismarck, Beatrice and Benjamin Meyer-Krahmer, eds. Hospitality: Hosting Relations in Exhibitions. 
Berlin: Sternberg press, 2016; and, Tallant, Sally and Paul Domela, eds. The Unexpected Guest. Art, writing and 
thinking on hospitality. London: Art/Books and Liverpool Biennial, 2012; Derrida, Jacques and Anne Dufourmantelle, 
Anne. Of Hospitality. Stanford: Stanford University Press, 2000. 
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practice. These tasks may include booking travel and accommodation; writing 

letters of recommendation or editing funding applications; hosting meals; 

helping with a personal crisis involving debt, divorce, childcare, illness or 

another emotional concern; and so on. In this way, my affective labour can be 

characterized by empathy and an ethical drive that goes beyond selection of 

artworks and exhibition-making; it is care work that supports artists’ lives and 

the art they make.  

 

 

Pulling Threads 

 

The following summary attempts to scrutinize various activities in my curatorial 

practice from 2005 to 2020 shaped by threads of care that accumulate, 

interweave and inform each other in crucial ways across three areas: 

collaboration, friendship, and intersectionality. The process of pulling at these 

entangled threads involves retracing my steps and decisions, noticing small 

shifts, overlooked moments or encounters that can be recognized as 

transformative.  

Each section of the summary reveals a different aspect of the affective 

nature of my curatorial practice. In Exhibition-making as a Collaborative 

Curatorial Experience I examine shifts in approach prompted by working with a 

group of curators in a city-wide Biennial as well as different ways of partnering 

with artists in a site-specific context. The agency of affect in artist-curator 

relationships is examined further in The Curator as Critical Friend where I  
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highlight transformative connections and the centring of artist development. 

Finally, in Contextualizing Intersectionality: Curatorial Practice and Social 

Justice, I consider how a disruptive political event galvanized a renewed 

approach to curatorial activism, in an attempt to amplify the work of artists of 

colour and LGBTQIA+ communities. Ultimately, this creative framework, which 

acknowledges an accumulation of care through diverse and interconnected 

means, calls attention to affect in the role of the contemporary curator. 
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Exhibition-making as a Collaborative Curatorial Experience 

 

Curators, particularly in museums, have routinely worked together for many 

years in practical ways to ensure the smooth organization of large travelling 

exhibitions through the facilitation of key loan agreements, shared production 

responsibilities, and pooling of knowledge and resources. More recently, 

collaborative working arrangements have functioned as a practice of curatorial 

critique by bringing diverse voices, approaches, and skills together in exhibition-

making to avoid a single authorial voice and acknowledge difference.23 In 

addition, of relevance here is the notion that affect generates agency in 

collaboration that extends beyond the presentation of an exhibition or project, 

and as such there is potential for change or expansion in curatorial practice.24 In 

this section I examine shifts in my curatorial approach as a result of working 

collaboratively within an international biennial and through the process of 

partnering with an artist in a site-specific context.25  

 

 

 

 

 

 
23 O’Neill, Paul. “Beyond Group Practice,” Manifesta Journal, 8 (2010): 43. 
 
24 Maria Lind suggests collaboration is “where some form of conscious partnership takes place, whether 

interaction, participation, group activity or another sort of intended exchange and process of ‘working together,’ often with 
the purpose of generating some sort of agency.” Maria Lind, “Complications: On Collaboration, Agency and Contemporary 
Art,” in Nina Möntmann, New Communities. Toronto: The Power Plant and Public Books, Toronto, 2009, 54. 

 
25 The biennial exhibition model has been recognized as highly significant in the development of the role of the 

curator and ongoing critique of curatorial practices, particularly around group curating and commissioning artists to make 
new, site-specific works. But at present it is less clear how affect functions within the dynamics of this type of curatorial 
endeavour. O’Neill, Paul. “Beyond Group Practice,” Manifesta Journal, 8 (2010): 43. 
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Collaborative Curating: Liverpool Biennial  

 

In 2008 the Liverpool Biennial employed a curatorial approach that involved 

collaboration between local host curators; a working process which had evolved 

since the first Liverpool Biennial in 1999.26 It was an important moment in the 

organization’s ten-year history, not only internally as it had grown in staff and 

expertise, but also externally, for its reputation and profile as an integral part of 

city-wide plans to celebrate Liverpool’s designation as the 2008 European 

Capital of Culture.27 Through the Biennial’s collaborative approach the 

International 08 exhibition presented all new, commissioned work. Projects 

commissioned by the Bluecoat featured the work of artists David Blandy, Tracey 

Moffatt, Khalil Rabah and The Royal Art Lodge. 28  

 

As Exhibitions Curator at the Bluecoat, I began attending regular Biennial Host 

meetings in early 2007 and was introduced to the International 08 exhibition 

 
26 The Liverpool Biennial, the largest festival of contemporary visual art in the UK, was first presented in 1999, 

and organized under the curatorial leadership of Anthony Bond, an Australian-based British curator. This inaugural city-
wide multi-venue exhibition featured the work of 61 international artists from 24 countries. Liverpool Biennial’s curatorial 
approach shifted in 2002, from a single curatorial approach to one that employed a collaborative team of Liverpool-based 
curators.Working together, the team explored the cultural context of the city. Significantly, in contrast to 1999 where the 
majority of exhibition art works were shipped into the city, for International 02 (2002) around 80% of the artworks were 
commissioned or completed especially for the exhibition. This shift reflected the use local curatorial expertise as opposed 
to an invited auteur, and a desire for a more dynamic response to “site.” This curatorial turn continued in subsequent years 
as Liverpool Biennial practices evolved regularly. For the International 04 (2004) local venue curators developed the 
exhibition in conversation with invited international researchers Sabine Breitweiser (Vienna), Yu Yeon Kim (New York), 
Cuauhtémoc Medina (Mexico City) and Apinan Poshyananda (Bangkok). Artists from around the world were invited to 
Liverpool to explore the city itself as a context for the show. They then developed new works through dialogue with the 
curatorial team, the arts venues and local communities. Through this process 100% of the works shown were 
commissioned. Similarly in 2006, the International 06 Liverpool Biennial was organised collaboratively by local curators 
at key participating venues, advised by invited international consultant curators, Manray Hsu (Taiwan) and Gerardo 
Mosquera (Cuba). Liverpool Biennial of Contemporary Art, archive, accessed June 2, 2021, www.biennial.com/archive.  

 
27 Along with other arts organizations the Liverpool Biennial played a key role in strengthening the cultural sector 

of the city and supporting the professional development of local curators through experimentation with different models of 
production and presentation. It also was a key member of the Liverpool Arts Regeneration Consortium (LARC) founded 
in 2007 as a new city-wide collaborative concerned with the role of arts programming within regeneration. 

 
28 See Appendix 1, Figs. 1-8. I was responsible for commissioning, producing and writing about Tracey Moffatt 

and The Royal Art Lodge, while Bryan Biggs managed commissions by David Blandy and Khalil Rabah.  
 

http://www.biennial.com/archive
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theme “Made Up,” established by Lewis Biggs, the Biennial’s Artistic Director.29 

The team of curators from various Liverpool arts organizations discussed how 

their thematic interpretations were taking shape and which artists they were 

interested in pursuing, as well as concerns about accessibility, resources and 

institutional capacity.30 Used to working more independently, I initially found 

these meetings challenging; the collaborative work-in-progress demanded 

envisioning multiple spaces and potential experiences. I was grateful for the 

support and advice of my curatorial teammates. Learning through collaboration 

was a transformative experience, and marked a serious shift in my thinking as a 

curator, particularly in the process of commissioning new art. I came to 

understand that research, critical discussion and project management could 

only prepare you so far. Commissioning is a risky business, and it demands 

“curatorial faith.”31 Sometimes the risk is that the work by an artist falls short of 

the intended result; at other times things can go awry along the way, which is 

what happened to me. An artist I invited to participate presented a proposal that 

could not be realised because of the timeframe and resources needed. I worried 

that my inexperience in my first Biennial would ‘out’ me as a self-taught, novice 

alongside colleagues who I perceived exuded a professional confidence and 

social behaviour that came from years of institutional training.32 I felt like an 

imposter. 

 
29 Through this summary I refer to “the Bluecoat” which was the given name of the organization at the time I 

worked there. Previous to my tenure it was called the “Bluecoat Arts Centre.” Today it is simply known as “Bluecoat.” 

 
30 See Appendix 1, Fig.3. Bryan Biggs and I responded from an affective position of working in collaboration 

with artists. Biggs, Bryan and Sara-Jayne Parsons, “Introduction to the 2008 Liverpool Biennial at the Bluecoat,” in 
Liverpool Biennial, the Guide, Liverpool University Press: Liverpool, UK, 2008, 52. 

 
31 Biggs, Lewis, “MADE UP International O8” in Liverpool Biennial, the Guide, Liverpool University Press: 

Liverpool, UK, 2008, 22.  
 
32 After over a decade of living abroad and rarely feeling characterised by my class, on my return to the UK in 

2006 I quickly recognized signifiers and barriers of class. The uncomfortable feelings I sometimes experienced in the 
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Years later I have come to better understand those uncomfortable 

feelings. My discomfort was evidence of the affective tensions of care and how, 

as suggested by Elizabeth Probyn, even in creative endeavours the act of care 

involves consequences.33 Puig de la Bellacasa identifies this as the disruptive 

potential of care.34 The unsettling nature of this incident is such that I still 

sometimes feel anxious when beginning a new commission with an artist; a 

simultaneous sense of excitement about the unknown and apprehension that 

comes from the piercing memory of a failed project.35 Over time I’ve learned to 

accept and lean on curatorial faith. I now recognize the value of the 

accumulation of experience with each commission I did for the Liverpool 

Biennial over several years; a process which ultimately propelled me towards 

greater confidence and self-assurance in developing new projects with artists.  

 

The Bluecoat commissioned four artists for the 2010 Liverpool Biennial which 

responded to the theme “touched”: Daniel Bozhkov, Nicholas Hlobo, Carol 

 
process of collaborative curating were akin to the anxiety and isolation I had experienced as a first-generation working-
class undergraduate student in the late 1980s. I should swiftly add that this uneasiness was not the fault of any of my 
Biennial colleagues who were welcoming and supportive. Rather as Bourdieu suggests, I experienced discomfort through 
shame associated with being exposed as working class through certain classified forms of taste and behaviour. Bourdieu, 
Pierre. Distinction: A Social Critique of the Judgement of Taste. Cambridge, MA: Harvard University Press, 1984; 
Warnock, Deborah, and Allison Hurst, "The Poor Kids' Table": Organizing Around an Invisible and Stigmatized Identity in 
Flux.” Journal of Diversity in Higher Education, vol 9, issue 3 (2016): 261-276. Maria Fusco’s honest exploration of social 
mobility and the embodiment of her own working-class identity in her art writings is also worth considering in this 
conversation: “A Belly of Irreversibles,” in Marie-Anne McQuay, ed., un un un un un un. Manchester: Cornerhouse 
Publications, 2021. 

 
33 Elizabeth Probyn’s idea about writing shame could be used as a sticky analogy to curatorial work: “There is 

no shame in being a sham if you don’t care what others think or if you don’t care what you think. But if you do, shame 
threatens. To care intensely about what you are writing places the body within the ambit of the shameful: sheer 
disappointment in the self amplifies to a painful level.”  Elizabeth Probyn, “Writing Shame,” in Melissa Gregg and Gregory 
J. Seigworth, eds. The Affect theory Reader. Durham, North Carolina: Duke University Press, 2010, 72-3. 

 
34 Puig de la Bellacasa, María. Matters of Care. Speculative Ethics in More Than Human Worlds. Minneapolis: 

University of Minnesota, 2017, 9-12. 
 
35 Lisa Le Feuvre’s interest in failure and its critical potential in contemporary art is a valuable point of 

reference here. She positions failure as ‘possibility’ in the gap between the intention and realization of an artwork. Le 
Feuvre, Lisa, ed. Failure. London: Whitechapel Art Gallery, 2010.  
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Rama and Ranjani Shettar. 36 While I managed all the commissions, each 

involving its own set of unique working relationships, the project with Bozhkov 

dramatically shifted my curatorial practice. Bozhkov subscribes to a practice 

based in relational aesthetics, and the process of collaboration to produce his 

Biennial project was an incredibly rich experience.37 I now recognize that 

working with Bozhkov informed affective curatorial interests and site-specific 

commissions I made years later, particularly with artists Alicia Eggert, Jordan 

Baseman and Raphaël Barontini.  

 

Bozhkov made an initial site visit in early 2010. His process of making site-

specific “situation retrievals” involved a great deal of research and engagement 

not only with the Bluecoat but with the city more broadly, to untangle ideas and 

encounters that emerged as affective moments. The starting point for his 

endeavour began with the fact that Bozhkov had first visited Liverpool in 1986 

as a merchant seaman. Before arriving, he knew the city as a historic port, the 

home of the Beatles and the place that had stood up to the conservative 

policies of Prime Minister Margaret Thatcher. But his brief 7-hour shore leave 

had resonated with him in years since. His return to Liverpool was an 

opportunity to investigate discrepancies between the past and the present. In 

what ways had he been “touched” by the city? What trace of affect could he try 

to map and understand? 

 
36 See Appendix 1, Figs. 9-25.  
 
37 Bourriaud, Nicolas, Relational Aesthetics. Dijon, France: Les Presses Du Reel Edition, 1998. Bourriaud’s idea 

of relational aesthetics recognizes artistic practices that consider human relations and their social context.  
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Working with Bozhkov rested on a close, collaborative approach, 

although I was mindful he had to make his own work in his own way while my 

job was to manage timeframes, budget and organizational capacity. I listened 

carefully and shared information to connect him quickly to city networks and 

contacts. My affective labour in these early stages was based around hospitality 

and wayfinding; we visited the docks to complete Bozhkov’s 25-year roundtrip, 

the museums, local bars to listen to live music, and key popular tourist sites like 

the Cavern Club and Anfield, the home of Liverpool Football club. My goal was 

to expose Bozhkov to as many different aspects of the city as possible and offer 

potential tracks of investigation as he navigated new information alongside past 

lived experience. Over time my role as curator moved from being a guide and 

provocateur to a more practical sounding board as he sifted and filtered 

exhibition ideas before settling on a final iteration of his installation.38 Ultimately 

this intimate and evolving process mirrored the Biennial theme itself; the 

collaborative dialogue between artist and curator relied on an affective form of 

intellectual and empathetic touch.39  

 

 
38 See Appendix 1, Figs.21-25. As initial ideas fell by the wayside, Bozhkov began to realise a clearer picture 

of the commission. The idea that stuck came partly as the result of taking Bozhkov to a Liverpool LFC game at Anfield. 
After watching the game from the Kop (the home fans terraces), Bozhkov returned days later to complete a stadium tour. 
Touring the team dressing room, he was struck by its humble simplicity, after watching million-pound players on the pitch. 
He described the dressing room as a place of affect and transformation, and he wanted to replicate this space in the 
gallery as a structure to house a ‘music video’ filmed with local musicians and performers. In Music Not Good For Pigeons, 
the final iteration of Bozhkov’s idea, the exterior of the dressing room structure was made of metal screen, the type used 
to protect the many vacant properties around the Anfield stadium awaiting demolition as part of Liverpool’s redevelopment. 
As well as a music video at the centre of the structure Bozhkov also included monitors featuring a YouTube video of a 
sneezing panda cub; a viral phenomenon that ‘touched’ many and had been viewed by 60 million people world-wide. 
Through this simple intervention, the global and local collided in a memorable manner that reflected the artist’s own, 
original encounter with Liverpool.  

 
39 As Lynne Cooke suggests, in such a project the curator appropriates and participates in relational aesthetics 

like the artist. Cooke, Lynne, “In Lieu of Higher Ground,” in Paula Marincola’s What Makes A Great Exhibition? 
Philadelphia: Philadelphia Exhibitions Initiative, 2006, 33. 
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Fig.1, Daniel Bozhkov, Music Not Good For Pigeons, 2010, exterior view, 
Liverpool  
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Fig.2, Daniel Bozhkov, Music Not Good For Pigeons, 2010, exterior view, 
Liverpool Biennial  
 
 

 
 
Fig.3, Daniel Bozhkov, Music Not Good For Pigeons, 2010, interior view, 
Liverpool Biennial  
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Fig.4, Daniel Bozhkov, Music Not Good For Pigeons, 2010, detail of interior view, 
Liverpool Biennial 
 

 

Artist-Curator Collaboration: Soft Estate  

 

Exploration of new curatorial modes at the Bluecoat also included collaborations 

with artists outside of the Biennial context. Sometimes the alliance was a ‘light 

touch’ of support or critique, while other times, a deeper collaboration involved 

working closely with an artist to materialize their ideas in a public presentation. 

Working with an artist in this way allowed the Bluecoat to acknowledge artists’ 

practice by providing compensation, profile and intellectual support, while 



 
 

27 
 
 

expanding its curatorial voice in a transparent and inclusive manner.40 A 

distinctive example of this type of approach was the exhibition Soft Estate (6 

December, 2013 – 23 February, 2014) that developed from an idea proposed 

by London-based artist Edward Chell which interrogated ‘edgelands’ or familiar, 

yet ignored, spaces of the contemporary landscape.41 Significantly this 

collaboration highlights aspects of affective experience in my curatorial 

approach.  

 

The idea of ‘edgelands’ was something Bryan Biggs and I talked about often 

and we enthused about making an exhibition that explored the theme as posited 

by Michael Symmons Roberts and Paul Farley.42 For me the attraction of this 

subject reached back to my presentation of the exhibition Liminal Britain at the 

University of North Texas in 2005.43 Since then, I had further come to 

understand the study of psychogeography and was enamored with authors like 

Iain Sinclair and Rebecca Solnit. More significantly though, in the intervening 

years my relationship to landscape and my immediate daily environment had 

changed; I had swapped a flat suburban Texan sprawl for a historic European 

port cityscape that was in the midst of transformation. I had also returned to 

being a pedestrian. 

 
40 The success of this type of approach is reflected in observations by Paul O’Neill who indicates that a common 

argument for collaborative curatorial practice rests with the provision of greater access to artistic and cultural practices. 
O’Neill, Paul, “Beyond Group Practice,” Manifesta Journal, 8 (2010): 43. 

 
41 See Appendix 2, Figs.1-10. Chell’s title for the exhibition was derived from a Highways Agency term used to 

describe the natural but overlooked waysides of motorways and main roads, and his proposal alluded to an investigation 
of history, ecology and travel that acknowledged and re-imagined picturesque traditions.  

 
42 Roberts, Michael Symmons & Paul Farley, Edgelands: Journey Into England’s True Wilderness, London: 

Vintage Books, 2011. 
 
43 See Appendix 3, Figs.1-11. Liminal Britain, University of North Texas Art Gallery, Denton, Texas, August 31 

– October 8, 2005; University of Texas at San Antonio, March 9 – 26, 2006. Liminal Britain featured the work of six British 
photographers: Richard Billingham, John Darwell, Dinu Li, Jason Oddy, Ingrid Pollard and Trish Simonite. Their practices 
examined spaces where memory, identity and place intersected. 
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After arriving in Liverpool in 2006 I witnessed a great deal of physical 

change in the city due to regeneration efforts. The vista of the docks and ferry 

terminal, punctuated by the grand Liver Building, changed on a daily basis; this 

was a Mersey River view I remembered with nostalgia from regularly travelling 

to and from my home on the Isle of Man as a child. At the height of the 

Liverpool One regeneration project in the run up to 2008 European Capital of 

Culture celebrations, I remember counting over twenty cranes breaking the 

skyline at one time, and much like the refurbishment work at the Bluecoat, other 

city buildings were wrought open to reveal traces of the past before being 

renovated and made fit for 21st century purpose. Construction interrupted every 

aspect of moving around the city; diversions, cones, barriers, hard hats and 

high-vis gear disrupted every view. The future was being made before our very 

eyes. 

More prosaically, during those years I also noticed small changes on my 

daily 2-mile commute to the Bluecoat. This experience, which revolved around 

the stickiness of memory and association that comes from walking, wayfinding 

and noticing with regularity, had an acute impact on how I began to think about 

the relationship between the past and present in urban spaces. Previously, in 

my conception of Liminal Britain, my curatorial impetus meant I processed 

memories of space and place from afar as an ex-pat. But now I was responding 

to a dynamic built environment that was tangibly in flux as I walked through it  

every day. I ‘felt’ something about a landscape in front of me, not a place I was 

imagining from far away. From this position I conceived of making an exhibition 

in Liverpool that responded to these types of feelings, as opposed to my earlier 

curatorial efforts to ‘package’ my nostalgia for these ‘types’ of places. 
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When Edward Chell approached the Bluecoat with his idea for a show 

focused on ‘soft estate’ spaces with edgeland qualities I was delighted to find 

kinship in our thinking. We both sensed that the zeitgeist of the city would mean 

local audiences, who had also experienced the recent physical changes to their 

city, might be receptive to an exhibition that explored space, place, memory and 

identity.  

 

Although ongoing research and site-specific interest in the theme of ‘edgelands’ 

at the Bluecoat suggested a good curatorial fit for collaboration to make Chell’s 

proposed exhibition, in practical terms he did not have enough work to fill all the 

gallery spaces as a solo exhibition. Instead, we realized there was an 

opportunity to make an exhibition that encompassed Chell’s solo project while 

also including the work of a selection of artists working in similar territory. His 

work would function as the anchor or critical focus for a wider discussion about 

space, place, memory and identity in contemporary landscape. This curatorial 

strategy enabled the Bluecoat to collaborate with Chell and expand upon his 

ideas with respectful stewardship, while simultaneously connecting the threads 

of a shared creative dialogue with the work of several other artists.44  

 
44 Soft Estate would not have been possible without collaboration that made space for others. Ten additional 

artists were invited to exhibit, and their work expanded the vocabulary of the show through media and thematic focus, 
resulting in rich dialogue around Chell’s proposed theme. The partnership of Tim Bowditch and Nick Rochowski brought 
together sound and photography captured in the empty unseen pedestrian walkways under London’s M25, while Day 
Bowman’s large abstract paintings evoked a similar melancholic grandeur of contemporary urban wastelands. Paintings 
by George Shaw and photographs by The Caravan Gallery presented spectacularly ordinary details of everyday life which 
wryly suggested a sense of place in sites that were completely forgettable. John Darwell’s photographs ennobled the in-
between space of allotment gardens and unofficial dog-walking trails, while paintings by Robert Soden captured the 
changing landscape around his Sunderland home in the face of redevelopment. Drawings by Laura Oldfield Ford and 
Simon Woolham considered the role of memory in neglected places. Collectively, the works by these artists, in 
juxtaposition with Chell’s, provoked a timely conversation around beauty, wilderness, and human agency. 
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Fig.5, Installation view of works by Edward Chell including M2 Motorway 
Junction 3, 2013, oil on shellac on linen; road dust prints, and laser-etched 
stainless steel sculptures, Soft Estate, the Bluecoat, December 2013 
 
 

 
 
Fig.6, Installation view of works by Edward Chell, including a selection of 
silhouette panel paintings, acrylic and lacquer on gesso panel, Soft Estate, the 
Bluecoat, December 2013 
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Fig.7, Installation view of Hind Land, an audio/video collaboration by Tom 
Bowditch and Nick Rochowski, Soft Estate, the Bluecoat, December 2013 
 
 

 
 
Fig.8, Installation view, left to right, featuring lithographs by George Shaw and 
oil on canvas paintings by Day Bowman, Soft Estate, the Bluecoat, December 
2013 
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Fig.9, Installation view, left to right, photographs by John Darwell, collage works 
by Day Bowman, and drawing by Laura Oldfield Ford, Soft Estate, the Bluecoat, 
2013 
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Curator as Critical Friend 

 

While traditionally the curator prioritized the care of objects, today, the primary 

affective labour of a contemporary curator is funneled toward the care of artists, 

ideas and audiences by “managing social networks, collective energies and 

professional relationships.”45 Regular tasks of exhibition-making such as studio 

visits, selection of works, writing interpretive and promotional texts, are 

supplemented by additional responsibilities, some of which are brought about 

by institutional change or external forces.46 This extended duty of care can 

sometimes bring artists and curators closer together, marking a change in their 

relationship that goes beyond the completion of an exhibition or project. After 

the intensity of the deadline-driven working relationship subsides, the artist and 

curator can remain in contact and support each other in a variety of practical 

ways over time. The artist-curator relationship then develops around a model of 

creative maintenance based on mutual respect and reciprocity that helps each 

professional develop their practice.47  

 
45 Reckitt, Helena. ‘Support Acts: Curating, Caring and Social Reproduction’ in Journal of Curatorial Studies, 

vol.5, issue 1 (2016): 6–30. 
 
46 See Appendix 4, Figs.1-11. The addition of curatorial responsibilities derived from institutional changes and 

external forces impacted my practice in the development of an exhibition by sound artist Janek Schaefer at the Bluecoat. 
After initially proposing an exhibition of his work in 2006, it was not presented until 2009, and in the intervening years, the 
financial life of the arts in Liverpool changed significantly and the Bluecoat faced a series of institutional challenges. The 
financial fallout from a fire just two months after the Bluecoat’s reopening in March 2008 was particularly difficult. It closed 
the entire building for a week and the revenue-raising bistro was closed for months. This setback, along with global 
recession and the subsequent financial anxiety associated with public funding cuts, meant that planning for the 2009 
exhibition schedule involved much uncertainty and caution. In the context of this unsteady financial landscape, impact on 
the development of Schaefer’s exhibition was very much behind the scenes as confirmation of the 2009 exhibition program 
remained in flux for months. Staffing and organizational changes at the Bluecoat meant that arts events and exhibitions 
were now assessed through monthly meetings of cross-organizational project teams which included front-of-house, 
technical, engagement-outreach, marketing, and finance staff. This shift in management practices at a time of uncertainty 
and change left a lasting imprint on my curatorial approach. The process symbolized an accumulation of care, where 
strategic questions and collective concerns throughout the organization became part of my considerations in exhibition 
planning. Working with a project team for Schaefer’s exhibition was an experience that transformed how I later developed 
relationships with artists. My duty of care to Schaefer and his work expanded beyond specific curatorial concerns to 
encompass in-house advocacy such that preparations for the exhibition across the organization were nuanced and 
thoughtful.  

 
47 This includes writing letters of recommendation or assisting with funding applications, and facilitating useful 

connections to network and raise the profile of the artist or curator. Fowle, Kate. Who Cares? Understanding the role of 
the curator today” in Cautionary Tales: Critical Curating, London: Apexart, 2007, 33. 
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There is also capacity for the artist-curator relationship to evolve to a 

different position, that of friendship; a connection defined by mutual, reciprocal 

affection and trust. This allows for a type of leakiness to occur across more 

traditionally recognized professional boundaries; friendship informs honest and 

provocative advocacy in the acknowledgement of both professional and 

personal aspirations.48 This suggests friendship can be an affective process: we 

gain knowledge of ourselves through friendship with others, and that experience 

informs other relationships. However, this relational, porous quality in the 

connection between artist and curator has received little critical attention.49 

Current ethical guides for curators tend to focus on the role of museum 

curators working with collections and only in recent years have scholars begun 

to wrestle with the ethics of the artist-curator relationship in a non-museum 

space or where curators are working in an independent capacity.50 In addition, 

in view of intersectional concerns and the current review of curatorial practices 

through the critical lens of diversity, equity and inclusion, the need for training 

 
48 Used by several scholars to describe the way in which boundaries of subject and body are unsteady and 

porous, the idea of “leakiness” suggests the possibility of a type of embodied writing that acknowledges the functions of 
the female body. It seems particularly appropriate here to consider in the context of an artist-curator friendship between 
women. Manning, Erin. “What if it Didn’t All Being and End with Containment? Toward a Leaky Sense of Self.” Body & 
Society, vol. 15, no. 3 (2009): 33-45; Manning, Erin. Always More Than One: Individuation's Dance, Durham, North 
Carolina: Duke University Press, 2013; Rantala, Teija, Leppänen, and Mirka Koro, “Mucous Bodies, Messy Affects, and 
Leaky-Writing in Academia.” Taboo: The Journal of Culture and Education, vol. 9, issue 5, (2020): 120-132; Shildrick, 
Margit. Leaky Bodies and Boundaries: Feminism, Postmodernism and (Bio)ethics. London: Routledge, 1997.  

 
49 Discussion of the lack of discourse around practices of support in the context of exhibition-making has been 

noted by Céline Condorelli and Gavin Wade: Support Structures. Berlin: Sternberg Press, 2009. Additionally, evaluations 
of of artist-curator relationships can be found in The Exhibitionist: Journal on Exhibition-Making – The First Six Years 
(2017), edited by Jens Hoffman, including contributions from well-known curators Okwui Enwezor, Mary Jane Jacob, Nato 
Thompson and Massimiliano Gioni. Hans Ulrich Obrist also reveals aspects of the intimacy and influence of artist-curator 
relationships in Ways of Curating (2014), however, his descriptions are nearly all about his friendships with men. 
Relationships between women artists and women curators remains largely overlooked in scholarship regarding curatorial 
practice. 

 
50 The most often quoted guides includes the American Alliance of Museums’ Code of Ethics for Museums, 

2000, and the Museum Association’s Code of Ethics for Museums, both accessed January 6, 2022, www.aam-
us.org/programs/ethics-standards-andprofessional-practices/code-of-ethics-for-museums/, 
www.museumsassociation.org/ethics/code-ofethics. Some recent attempts to point out this discrepancy and focus instead 
on the role of the contemporary curator include: Knauss, Olivia, Professional Practices for Art Curators in Nonprofits, 
2019, New York: Association of Art Museum Curators Foundation, accessed January 6, 2022  
www.collegeart.org/pdf/RAAMP/aamc_professional_practices_.pdf; Martinon, J.-P. Curating as Ethics. (Thinking theory.) 
Minneapolis: University of Minnesota Press, 2020; and, Schuppert, Mirjami. “Learning to Say No, the Ethics of Artist-
Curator Relationships,” Philosophies, vol.6, issue 16 (February 2021):   www.doi.org/10.3390/philosophies6010016  

 

http://www.aam-us.org/programs/ethics-standards-andprofessional-practices/code-of-ethics-for-museums/
http://www.aam-us.org/programs/ethics-standards-andprofessional-practices/code-of-ethics-for-museums/
http://www.museumsassociation.org/ethics/code-ofethics
http://www.collegeart.org/pdf/RAAMP/aamc_professional_practices_.pdf
http://www.doi.org/10.3390/philosophies6010016
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and the development of skills in self-aware, ethical relationship building is much 

needed in a contemporary art context.51  

The following case studies consider the agency of affect in my 

friendships with artists Jyll Bradley and the artist-duo Jan Williams and Chris 

Teasdale, aka The Caravan Gallery. I attempt to highlight transformative 

aspects of these personal connections that influence and situate my approach 

to centring artist development. Ultimately, I reveal an affective curatorial position 

characterized through care and derived from an ethical approach to exhibition-

making that values people over production.   

 

 

Reciprocity and Care: Jyll Bradley 

 

I first met artist Jyll Bradley in November 2006 as she began research for a 

commission from the Liverpool Culture Company about the city’s horticultural 

heritage as part of planned celebrations for 2008, the city’s year as designated 

European Capital of Culture.52 The Bluecoat provided curatorial support as a 

city partner as her project developed in the months that followed. Through 

lengthy research and site visits across the city, Bradley began to uncover the 

fascinating but largely hidden story of the Liverpool Botanic Garden, founded by 

 
51 Even just a slim selection of popular art news sources here highlight this need: “Indianapolis museum 

apologizes for ‘white art’ job listing,” AP News, February 14, 2021, accessed June 4, 2021 www.apnews.com/article/race-
and-ethnicity-museums-indiana-indianapolis-a107046d457f0ea212f172bba9274caf; Brown, Taylor Whitten. “Why Is 
Work by Female Artists Still Valued Less Than Work by Male Artists? Artsy, March 8, 2019, accessed June 4, 2021 
www.artsy.net/article/artsy-editorial-work-female-artists-valued-work-male-artists;; Small, Zachary, “After a year of 
reckoning, US Museums Promised to Implement Diversity Policies. Workers Are Still Waiting to See What That Means,” 
artnet, February 9, 2021, accessed June 4, 2021, www.news.artnet.com/art-world/dei-initiatives-museums-1941407.   

 
52 Jyll Bradley’s practice involves aspects of photography, sculpture, text, installation and public interventions, 

and her work often explores gestures and relationships between people, objects and their histories, and spaces. Artist’s 
website, accessed November 15, 2021.www.jyllbradley.com/.  

 

http://www.apnews.com/article/race-and-ethnicity-museums-indiana-indianapolis-a107046d457f0ea212f172bba9274caf
http://www.apnews.com/article/race-and-ethnicity-museums-indiana-indianapolis-a107046d457f0ea212f172bba9274caf
http://www.artsy.net/article/artsy-editorial-work-female-artists-valued-work-male-artists
http://www.news.artnet.com/art-world/dei-initiatives-museums-1941407
http://www.jyllbradley.com/
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William Roscoe in 1803, which included a herbarium and live specimen 

collection.53 

 

I participated in a bus tour devised by Jyll for project stakeholders in late 

February 2007. Travelling around Liverpool, we encountered ghost sites of the 

original Botanic Garden and places associated with the legacy of William 

Roscoe. We also saw some of the last remaining living specimens of the 

collection. It was there, in the still air of the council-owned greenhouses, that the 

history we had been learning about was brought to life. In that moment, in front 

of rows of fragile potted plants, the web of care that Jyll was coaxing into view 

intensified as I experienced a tangled rush of memories about people I cared 

about and their love of tending plants: my grandparents and older relatives 

working in their rose gardens, greenhouses and bountiful allotments; my 

parents’ transformation of our back garden into a vegetable patch in the hot 

summers of the mid-1970s. I remembered clouds of hollyhocks, the feel of fat, 

waxy broad bean pods, and the smell of warm tomatoes and peaches. 

As I looked around to see others marveling at the greenhouse contents, I 

more fully understood Jyll’s impetus of bringing people into contact with plants. I 

could also see how the affective nature of this type of encounter conjured by an 

 
53 Commissioned by the Liverpool Culture Company, Bradley’s project Mr Roscoe’s Garden evolved as a 

multifaceted artist residency that resulted in the design of a display garden for the Royal Horticultural Society’s annual 
Chelsea Flower Show, London (May 2008), and the exhibition of a series of photographic lightboxes at the Walker Art 
Gallery, Liverpool, accompanied by a publication including photographs and an essay by the artist.  An edited version of 
the Royal Horticultural Society display was also presented in the Bluecoat’s garden in Liverpool in June 2008. Rather than 
a history of the Liverpool Botanical Collection, Bradley instead created a series of works and public events based on 
moments and reflections that highlighted a rich story of care and collaboration in the city; she revealed the identity and 
changing fortunes of the garden over time, from heroic efforts to safeguard plants during World War II to the dissolution 
of the garden by Liverpool City Council in 1984. Through her research of various aspects of the Liverpool Botanic Garden, 
Bradley connected and collaborated with a wide range of individuals and institutions across the city including Liverpool 
University Press, National Museums Liverpool, Liverpool Parks and Environments Services, Liverpool City Archives and 
Library, Sefton Park Palmhouse, Friends of Harthill and Calderstones Park, Ullet Road Unitarian Church, Croxteth Hall 
and Country Park, Liverpool Biennial, and the Knowsley Flower Show Committee.  
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artist could inspire and bring together audiences through imagination and care. 

Jyll was ‘showing’ rather than ‘telling’, nurturing her audiences’ growing 

understanding of the project, and taking them on a path of discovery akin to her 

own explorations. A posthumanist position suggests she considered how her 

audiences would feel and be moved to learn, act or share in the process of 

perceiving the possibilities in her research. In that regard, this moment in the 

greenhouse with Jyll holds an indelible quality for me in how I began to think 

about my curatorial role as conduit between artists and audiences.  

As Jyll’s project, now named Mr Roscoe’s Garden, continued to develop 

it became clear that its strength was powered by her conviviality and empathy in 

listening to and retelling people’s stories about the Botanic Garden: from retired 

gardeners to librarians, urban planning activists to city employees. Again, there 

was something in her manner that reminded me of the gentleness and curiosity 

of my own gardening family. And while popular appeal of the project relied on 

an attention to detail in recontextualizing the lived experiences of others, Jyll 

was also very clear about her own desire to find the right balance in her work in 

engaging with contemporary art-specific audiences. The result was an 

endeavour that skillfully wove together aspects of her studio practice and 

exceptional storytelling skills, with gentle and generous social engagement.  

Participating in this process through regular creative maintenance and 

witnessing Jyll’s practice succeed through a careful weaving of concern was 

transformative; I recognized her approach as an ethical model that employed 

affective caring. This is reminiscent of Carol Gilligan’s suggestion of an “ethics 

of care” that “directs our attention to the need for responsiveness in 

relationships (paying attention, listening, responding) and to the costs of losing 
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connection with oneself or with others.”54 Additionally, Gilligan’s widely 

understood characterization of this as a feminine ethical position in 

acknowledgement of the gendering of care, supports the idea of the potential for 

affective agency in critical friendships between women artists and women 

curators.55 Certainly the reciprocity of care in my professional relationship with 

Jyll developed in a meaningful way; my curatorial approach shifted from a place 

of project-based institutional support to a critical friendship. This move directly 

influenced how I worked with her on the presentation of her exhibition Airports 

for the Lights, Shadows and Particles at the Bluecoat in 2011 and how I wrote 

about her work and advised on future projects.56 It also influenced the ways I 

worked with other artists on solo research projects and commissions, most 

notably Emily Speed.57 

 

 
54 Interview with Carol Gilligan, June 21, 2011, accessed February 2, 2022, www.ethicsofcare.org/carol-gilligan.  
 
55 Gilligan, Carol. In A Different Voice: Psychological Theory and Women's Development. Cambridge, MA: 

Harvard University Press, 1982. Gilligan suggests female perspective includes an ethic of responsibility which centers 
relationships.  

 
56 See Appendix 5, Figs.1-11. Airports for the Lights, Shadows and Particles was originally presented in March 

2010 as Naming Spaces at The Exchange in Penzance curated by Blair Todd. A solo exhibition of Bradley’s work over a 
20-year period, the show included photography, sound, sculpture, and drawings, and significantly, some earlier, lost works 
were remade. Through a collaboration between Bradley and interior designer Andrew Kirk, the layout of the show was 
reconceptualized for presentation at the Bluecoat in 2011. An exhibition publication to accompany the exhibition was 
published by The Exchange and included texts and photographic documentation from both iterations of the exhibition.  

Through our ongoing friendship Bradley and I have continued to support each other’s practice in different ways. 
For example, Bradley sought my advice on curatorial aspects of her solo project City of Trees, a commission by The 
National Library of Australia, Canberra in 2013. This later led to an opportunity for me to write about the exhibition for 
Australian Art Monthly. See Appendix 5, Figs. 12-15. 

 
57 See Appendix 6, Figs.1-6. My experience working with Bradley subsequently influenced my decisions to 

commission Emily Speed to develop new works for exhibition at the Bluecoat (2012) and the Art Galleries at TCU (2016). 
Speed’s projects involved aspects of performance and I had little experience managing this type of presentation. Over 
time I learned from her thoughtful approach that considered the care not just of her collaborators but also of gallery staff 
who would ultimately offer interpretive assistance to audiences.  

 

http://www.ethicsofcare.org/carol-gilligan
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Fig.10, Installation detail, Jyll Bradley: Airports for the Lights Shadows and 
Particles, at the Bluecoat, 2011. Detail features “Mr Roscoe’s Garden” including 
photographic lightboxes with live plants on special loan for the exhibition from the 
Liverpool Botanical Collection. 
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Fig.11, Installation detail, Jyll Bradley: Airports for the Lights Shadows and 
Particles, at the Bluecoat, 2011. Detail features “The Bridge,” 2010-11, two 
lightboxes and two metal panels (foreground); and “She sleeps on top of a mast 
with her eyes fast closed,” 2011, lightbox and metal panel (background) 
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Fig.12, Installation detail, Jyll Bradley: Airports for the Lights Shadows and 
Particles, at the Bluecoat, 2011. Detail features “Airports for the Lights, Shadows 
and Particles,” 2010-11, four lightboxes aluminium panels, William Morris 
wallpaper (bird and vine design).  
 

 

 

Photography, Community and Friendship: The Caravan Gallery 

 

The transformative nature of working with artists can also be located in my 

practice through my relationship with The Caravan Gallery, a collaboration 

between artists Jan Williams and Chris Teasdale who employ photographic 

strategies as a socially engaged practice.58 In their dynamic, versatile 

 
58 Based in Portsmouth, The Caravan Gallery has presented projects all over the UK, and internationally, 

including in Japan, Belgium, Germany, China and Lithuania. Their activities revolve around a canary-yellow 1969 holiday 
caravan which functions as a mobile exhibition venue, a centre for research and creative participation. The artists have 
become well-known for presenting a candid cultural critique of contemporary life in Britain. Using the caravan as a mobile 
base, the artists access and embed themselves in a wide range of settings while simultaneously enabling a diverse set of 
public audiences to engage with their work. The Caravan Gallery website, accessed November 12, 2021, 
www.thecaravangallery.photography/.  

http://www.thecaravangallery.photography/
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collaborative approach they explore the possibilities of photography as a 

documentary tool that can encourage social interaction and engagement with 

high quality thought-provoking art. They also inspire and connect communities 

through sharing stories and images, empowering and giving agency to people in 

how they are portrayed.59  

 

Our initial opportunity to work together occurred in 2008 when the Bluecoat 

invited The Caravan Gallery to participate in opening weekend celebrations for 

the Liverpool Biennial. Installed in the Bluecoat’s courtyard, The Caravan 

Gallery was a welcoming and intriguing sight for visitors, attracting local and 

visiting audiences who were exploring the city.  

 

 
 
Fig 13. The Caravan Gallery in the Bluecoat Courtyard, Liverpool Biennial, 2008 

 
 

 59 In expanding from the caravan into empty high-street shops for a temporary exhibition period, Williams and 
Teasdale now regularly work with local councils and businesses to support communities as they explore their identity and 
make their own exhibitions as part of a Caravan Gallery initiative, the ‘Pride of Place Project.’ 
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Fig 14. The Caravan Gallery in the Bluecoat Courtyard, Liverpool Biennial, 2012 
 

 

During our early interactions I quickly came to realise that Jan and Chris were 

not only incredibly resourceful in how they funded and organized their practice, 

but more especially that they were thoughtful and ethical in their approach to 

audiences. Our friendship developed enthusiastically outside of my institutional 

curatorial concerns, aligning with my personal focus on photographic 

scholarship and a wish to connect with the UK’s photography community.60 As 

the Bluecoat’s curator I wrote letters of support for The Caravan Gallery and 

provided email introductions to other artists or curators. But ‘off the clock’ we 

became critical friends with a relationship based on reciprocity and support; I 

 
60 Parallel to the development of our critical friendship I became involved in LOOK, Liverpool’s international 

photography festival. At first, I participated as a curatorial voice organizing Confined: The Captive and keeper in 
Contemporary Life, a group exhibition at the Bluecoat as part of LOOK 11. Later I became a LOOK Board Member (2012) 
and then Chair of the Board (2013), while also curating the Bluecoat’s contribution to the festival, the group exhibition I 
Exist (in some way) (2013). My encounter with Williams and Teasdale’s work and their commitment to the use of 
photography in social engagement as an artist practice influenced how I considered my contribution to photographic 
discourse.  
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contributed a text for The Caravan Gallery’s 2011 book Is Britain Great? 3, and 

more recently wrote an essay for Exposure Magazine (Society of Photographic 

Education).61 These texts were an effort to reveal the value of Jan and Chris’ 

collaborative approach and amplify the relevance of their work in a bid to offset 

what I sense is an occasional curatorial “sniffiness” about the practice of some 

socially engaged artists; where work is perceived as lacking in aesthetic value 

and at best described as the work of “do-gooders.”  

The opportunity to write about the work of The Caravan Gallery afforded 

me moments of autobiographical reckoning. My working-class background 

growing up in a small seaside town, of the type often documented by Jan and 

Chris, is part of my sticky association with their work. Similarly, my daily walking 

commute to the Bluecoat through low-income working-class areas of the city 

being transformed through regeneration meant I saw and connected to their 

culture-specific images.62 Multiple encounters with Jan and Chris’ practice, in 

exhibition-making and through writing, disturbed some of my memories 

entangled across time and space. Margaret Wetherell usefully suggests that 

recollection is an affective practice where a “sedimented social and personal 

history” informs understanding within a particular cultural context.63 The 

signifiers of class I identified in Jan and Chris’s photographs were familiar and 

 
61 See Appendix 7, Figs.1-27.  
 
62 Manstead, Antony, S.R. “The psychology of social class: How socioeconomic status impacts thought, 

feelings, and behaviour,” British Journal of Social Psychology, vol 57 (2018): 267–291. Manstead posits that the material 
conditions in which people grow up have a lasting impact on their personal and social identities, influencing later thoughts, 
feelings and social behaviour.  

 
63 Wetherell, Margaret. Affect and Emotion. A New Social Science Understanding. London: Sage Publications, 

2012, 96. Wetherell considers how affects are solidified through structures of feeling, habitus and emotional capital. She 
leans on Bourdieu’s understanding of ‘habitus’ as “the way society becomes deposited in persons in the form of lasting 
dispositions, or trained capacities and structured propensities to think, feel and act in determinant ways, which then guide 
them.” Bourdieu and ‘Habitus,’ accessed February 10, 2022, www.powercube.net/other-forms-of-power/bourdieu-and-
habitus/.  

 

http://www.powercube.net/other-forms-of-power/bourdieu-and-habitus/
http://www.powercube.net/other-forms-of-power/bourdieu-and-habitus/
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reassuring in their remembering.64 In this way, my writing indicated solidarity 

with their practice in social engagement; a type of care and advocacy informed 

by activism and political belief. My continuing friendship with Jan and Chris is 

informed by the affective nature of the unremarkable, resolutely situated in the 

everyday; a sustaining and empathetic state of allyship, evolving and in 

progress.  

 
64 This is in stark contrast to my experience of discomfort perceiving the agency of class while working 

collaboratively for the Liverpool Biennial as discussed earlier. 
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Contextualizing Intersectionality: Curatorial Practice and Social Justice  

 

Sometimes a disruptive event overtakes slow, small incremental changes in a 

curator’s practice. Instead, change materializes in response to a rupture, 

requiring a different type of affective labour which has evolved from a growing 

awareness of social and political upheaval. Affect leads to activism. The effects 

of such a shift illustrate a ‘becoming’ or reckoning with the role of care in 

curatorial practice; a characterization that signals the emergence of 

posthumanist concerns which elevate the role of lived experience, question 

hierarchies, and embrace a theoretical framework that foregrounds relationality 

and is intersectional in nature.65  

For some curators an understanding of posthumanism in this way has 

provided a greater comprehension of the identities and social inequities faced 

by some artists and audiences; it has also elicited renewed efforts by many 

curators to further demolish exclusionary patriarchal institutional practices that 

privilege white, male, heteronormative traditions.66 The navigation of the 

multilayered web of intersectional research has also underlined the need for 

curators to develop greater contextual sensitivity or a more nuanced awareness 

of ‘situational specificity’ as described by Donna Haraway.67  

 
65 Derived from feminism and critical race studies, an intersectional approach considers ways in which gender, 

ethnicity, sex, class and other social categorizations overlap and intersect in complex and dynamic ways rather than exist 
as separate or isolated aspects of lived experience. This methodology reveals systems of privilege and discrimination that 
affect marginalized individuals or groups.  

 
66 Robert, Nicole. “Getting Intersectional,” Museums, Museums & Social Issues, vol. 9, issue 1 (2014): 24-33. 
 
67 Haraway suggests that focusing on localized and situated knowledge requires an acknowledgement of the 

researcher’s intertwinement with the knowledge produced and the dimensions of the situation that are outside the 
researcher’s control: “We do not create the world we investigate according to Haraway, but establish a ‘conversation’ with 
it, which implies that we are, of course, part of - - affecting and affected by - - the research process, and that the situation 
can answer back and contribute to this interaction.” Knudsen, Britta Timm and Carsten Stage. Affective Methodologies: 
Developing Cultural Research Strategies for the Study of Affect. London: Palgrave Macmillan, 2015, 5-6. 
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Curatorial practice as a place of entanglement requires curators to 

consider a variety of subjectivities and presents an opportunity for intervention 

that in some contexts can challenge and educate audiences on a range of 

contemporary social and political concerns. As such, within a posthuman 

approach there is space for curatorial activism or activities that are counter-

hegemonic which implicate the need for ethics and accountability in the role of 

the contemporary curator.68  

   

In August 2014, after eight years at the Bluecoat in Liverpool, I began a new 

role as Director and Curator of the Art Galleries at Texas Christian University 

(TCU), a private, liberal arts college located in Fort Worth, Texas. I spent the 

first couple of years in the role getting to grips with how the galleries could 

deliver the university’s mission “to educate individuals to think and act as ethical 

leaders and responsible citizens in the global community.”69 I evaluated existing 

practices and piloted new initiatives to grow and diversify audiences while 

simultaneously writing a nascent business plan for the galleries. On a more 

personal level I had to reacquaint myself with the complicated social and 

political landscape of Texas and consider the direction of my curatorial practice: 

I began to conceive of the galleries as potential sites of resistance. 

In spring 2016 a college-wide communications audit revealed on paper 

what I had been learning on my feet: that contemporary art was perceived as 

difficult for many students who expressed a lack of interest in exhibitions and 

 
68 Reilly, Maura, Curatorial Activism. Towards an ethics of curating. London: Thames & Hudson, 2018, 16-33. 
 
69 The mission statement of Texas Christian University, Texas Christian University website, accessed January 

3, 2022, www.tcu.edu/about/mission-history.php   
 

http://www.tcu.edu/about/mission-history.php
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gallery projects.70 The student audience I was trying to grow wanted 

programming they described as being more relevant to their lives; I had to 

understand what that was for young people from largely privileged 

backgrounds.71 I also had to learn about student life in a campus culture that 

was sometimes hostile and alienating for people of colour and students who 

were not from affluent or religious backgrounds.72  

Before I could engage students through gallery programming under 

TCU’s mission, I felt I needed to challenge them to consider different 

perspectives and elucidate conversations about privilege and cultural 

difference. This aligns with Braidotti’s “affirmation of the positivity of difference” 

in the process of  “producing socially relevant knowledge that is attuned to basic 

principles of social justice, the respect for human decency and diversity, the 

rejections of false universalisms.”73 In effect, I realised I would have to develop 

a form of curatorial activism at TCU which would negotiate and avoid what 

Jocey Quinn calls the humanist/posthumanist paradox found in universities; 

 
70 In 2014 the student population of Texas Christian University was 10,033; 59.2% female, 40.8% male. On 

arrival I thought attendance figures for the galleries were low, averaging around 1800 visitors annually between two gallery 
spaces and typically with 22 exhibitions throughout the academic year. As well as making strategic decisions about the 
types of exhibitions we presented, I also collaborated with other departments on campus to grow and diversify audiences.  

 
71 Tuition costs at TCU for one-year undergraduate study in 2014 was close to $50,00 including room and board. 

Admissions website, Texas Christian University, accessed January 3, 2022, www.admissions.tcu.edu/afford/cost-
estimate.php.  

 
72 In October 2016 black students and allies submitted a letter to TCU’s Chancellor highlighting their 

disadvantaged experience on campus. Texas Christian University Race and Reconciliation Initiative website, accessed 
January 3, 2022, www.tcu.edu/race-reconciliation-initiative/conversations/posts/black-students-allies-tcu-2016.php.  
Shortly after this the TCU DEI Committee was established to build a campus community committed to growth in diversity 
and inclusion, central to the university’s mission to educate individuals to think and act as ethical leaders and responsible 
citizens in the global community. Diversity, Equity and Inclusion website, Texas Christian University, accessed January 
3, 2022, www.inclusion.tcu.edu/about/dei-committee/. Alongside racial alienation, the religious traditions of TCU’s 
Christian founding (Disciples of Christ), while now a much less a rigorous part of the curriculum, are also sometimes 
perceived as a cultural barrier for some students and public audiences  

 
73 Braidotti, Rosi. The Posthuman. Cambridge: Polity Press, 2013, 11, 50-54, 88-9. Braidotti also suggests that 

neutralizing difference is unhelpful. Understanding the complexities of posthuman humanity offers new avenues for 
creative critique; “differences exist and continue to matter. So, what are we to make of them?”  

 

http://www.admissions.tcu.edu/afford/cost-estimate.php
http://www.admissions.tcu.edu/afford/cost-estimate.php
http://www.tcu.edu/race-reconciliation-initiative/conversations/posts/black-students-allies-tcu-2016.php
http://www.inclusion.tcu.edu/about/dei-committee/
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where academic critique reveals inequality and injustice but also continues to 

reproduce them.74  

At the Bluecoat I had come to rely on an institutional history of curatorial 

practice that recognized and supported conversations around lived experience 

and social justice. However, at TCU I did not have the same support system, 

and there was not a tradition of using the galleries as social spaces for political 

discourse. And even though I had previously lived in Texas for fifteen years, I 

was now experiencing a type of culture shock as I wrestled with my own 

subjectivity and accumulated set of sticky suppositions from things learned and 

felt. These were the near invisible affects of everyday encounters of my new life 

which involved, among other things, the casual sexism of some colleagues, 

immigration concerns affecting my husband’s ability to seek employment, and 

my stepson’s adjustment into a high school where his new Latino and black 

friends confusingly characterized him as “not white” because he was British-

Anglo not American-Anglo. I frequently contemplated how could I develop my 

practice to be more accountable to concerns of race, gender and class within 

the privileged and complicated context of TCU. 

 Then suddenly that interior conversation changed. On 9 November, 

2016, Donald Trump was elected President of the United States. My disbelief 

was matched by a disillusionment with the media, and the role of fake news in 

the election made me question my role as a curator in an educational context. 

The politics of care came into focus like never before as I considered what the 

next four years would bring for women, BIPOC, LGBTQIA+ and immigrant 

 
74 Quinn, Jocey. “A humanist university in a posthuman world: relations, responsibilities, and right.” British 

Journal of Sociology of Education, vol. 42 (May 2021): 4. 
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communities. And for us as a family; had we made a terrible mistake by 

emigrating to the USA?  

A few weeks after Trump’s election an artist abruptly cancelled his show 

at Fort Worth Contemporary Arts for the following March. I had three months to 

make or secure a new exhibition. I saw this cancellation as an opportunity to 

shift my curatorial practice from a form of stealth activism to a more overt 

praxis. I emailed Jordanian-American photographer Tanya Habjouqa and asked 

if she wanted to make an exhibition together, featuring the work of RAWIYA, a 

photography collective. The result of that correspondence informed the way I 

shaped the next eighteen months of exhibition programming at TCU.75 

 

 

RAWIYA 

 

We Do Not Choose Our Dictators opened at Fort Worth Contemporary Arts on 4 

March, 2017, just over a month after President Trump issued an executive order 

restricting travel from Iran, Iraq, Libya, Somalia, Sudan, Syria, and Yemen. 76 

Co-curated with Tanya Habjouqa, the exhibition featured a selection of 

photographic works by RAWIYA, an artist collective focused on human rights 

 
75 See Appendix 8, Figs.1-8. I previously worked with Habjouqa in 2013 when I included her work in the Bluecoat 

exhibition I Exist (in some way) as part of Look 13, Liverpool’s International Photography Festival. I respected her ‘slow 
journalism’ form of photography and was keen to hear her response to Trump’s executive order. I also knew she had 
attended high school in Fort Worth and would understand the significance and timing of a Texas presentation of work by 
RAWIYA.  

 
76 Numerous artists and curators responded in protest to President Trump’s Executive Order 13769 issued on 

27 January, 2017, just days after his inauguration. The Order nicknamed the ‘Muslim Ban,’ placed tough restriction travels 
to the United States for citizens of Iran, Iraq, Libya, Somalia, Sudan, Syria, and Yemen. In one of the more notable 
examples, a group of curators at the Museum of Modern Art in New York replaced eight works on the 5th floor of the 
museum with works by artists from the seven nations. The works were accompanied by labels making it very clear the 
installation was made in response to Trump’s action and in an effort to “affirm the ideas of welcome and freedom.”  Reilly, 
Maura, Curatorial Activism. Towards an ethics of curating. London: Thames & Hudson, 2018, 14.  
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and social justice.77 The exhibition also included a side-by-side presentation of 

video footage of Arab Spring demonstrations in various Middle Eastern 

countries (2010-12) and footage from global locations where International 

Women’s Day marches occurred (2017). We hoped this juxtaposition would 

propose a solidarity of protest against dictatorship and oppression. Similarly, 

protest posters made by TCU students and faculty were also displayed, as a 

material effort to connect the protest experiences of students with the activities 

of global protestors.78  

 

 
 
Fig.15, Installation view, RAWIYA: We Do Not Choose Our Dictators, Fort Worth 
Contemporary Arts, 2017  

 
77 See Appendix 8, Figs.9. Translated from Arabic as “she/he who tells a story,” RAWIYA originally was formed 

in 2009 as an all-female photography collective. Using photography in response to and reflection of the daily lives of 
people affected by political upheaval in the Middle East, RAWIYA attempted to document and understand a swiftly 
changing social and political landscape. For We Do Not Choose Our Dictators (2017) the photographers Myriam 
Abdelaziz, Tamara Abdul Hadi, Tasneem Alsultan, Laura Boushnak, Tanya Habjouqa and Zied Ben Romdhane presented 
works from individual investigations of cultural stories they felt were invisible, including environmental concerns and 
LGBTQIA+ rights.) Significantly, it was RAWIYA's first exhibition in Texas.. As experienced witnesses and well-informed 
narrators of resistance and social change, the photographers understood the potential affective nature of exhibiting in the 
United States as part of a response to President Trump’s executive order that impacted the lives of foreign nationals in 
the process of immigrating to or visiting the United States.  

 
78 The inclusion of student and faculty protest posters was significant and site-specific. A protest march on 

campus on 2 February, 2017 in response to President Trump’s executive order, just a few weeks before the exhibition 
opened, signaled a growing change in political engagement by students. TCU 360 website, accessed February 2, 2022, 
www.tcu360.com/2017/01/chancellor-and-students-react-to-trumps-executive-order-campus-protest-planned-for-
thursday/. Interestingly, there is very little history of public protest by students at TCU before this march.  

 

http://www.tcu360.com/2017/01/chancellor-and-students-react-to-trumps-executive-order-campus-protest-planned-for-thursday/
http://www.tcu360.com/2017/01/chancellor-and-students-react-to-trumps-executive-order-campus-protest-planned-for-thursday/
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Fig.16, Installation view, RAWIYA: We Do Not Choose Our Dictators, Fort Worth 
Contemporary Arts, 2017  
 

 
 
Fig.17, Installation view, RAWIYA: We Do Not Choose Our Dictators, Fort Worth 
Contemporary Arts, 2017 
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Fig.18, Installation detail, video documentation of Arab Spring and International 
Women’s Day street demonstrations and protest banners, RAWIYA: We Do Not 
Choose Our Dictators, Fort Worth Contemporary Arts, 2017  
 
 
 

 
 
Fig.19, Installation detail, protest banners made by students and faculty at Texas 
Christian University, RAWIYA: We Do Not Choose Our Dictators, Fort Worth 
Contemporary Arts, 2017  
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Fig.20, Installation detail, floor vinyl and chairs, RAWIYA: We Do Not Choose Our 
Dictators, Fort Worth Contemporary Arts, 2017.  
 

After RAWIYA’s exhibition, programming in the Art Galleries at TCU over 

the following year included presentations by diverse artists in an effort to amplify 

the work of artists of colour as well as engage in conversations about gender 

identity in response to racist and sexist sentiments expressed by the Trump 

Presidency.79 The galleries were proposed as spaces for conversations about 

race and identity, and in each case, live programming accompanied exhibitions 

in the form of artist talks and performances. On-campus collaborations brought 

new audiences to the galleries including students from the Black Student 

 
79 See Appendix 9, Figs.1-14. Exhibitions included: Finding Fanon, (2017), a film installation by UK-based artists 

Larry Achiampong and David Blandy, inspired by the lost plays of Frantz Fanon (1925-1961); Iamuslima: Baseera Khan 
(2017), featured a selection of prints, sculptures, textiles, archival material and other performative objects used by the 
artist to reflect on her Indian-Iranian-Afghani heritage as well as her experience growing up in Texas; Black Borders: 
Artists of Color, Reframing Culture, (2018) featured new video works and installations that both embraced and challenged 
notions of what it is to be a contemporary artist and a person of colour. Featured artists included Amir George, Erika 
DeFreitas, and Anansi kNOwBody, and the exhibition was guest curated by Texas artist, curator and writer Christopher 
Blay; and, gendersick, (2018), a film by Jordan Baseman commissioned by the Art Galleries at TCU made in collaboration 
with a TCU student who identifies as asexual.  
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Association, and class groups from the Women and Gender Studies Program 

and the Comparative Race and Ethic Studies Program.  

 

This sudden shift in my curatorial practices allowed me to enact a move toward 

activism rather than continuing to pursue what I perceived as low-key or niche 

mechanisms for change such as writing curatorial essays. Instead, I wanted to 

encourage empathy and understanding through an exhibition-making practice 

that could be affective and provocative. In this way, I would characterize the 

affective agency of RAWIYA on my curatorial practice as ‘diffractive.’ Karen 

Barad suggests knowledge is gained by “reading insights through one another 

in attending to and responding to the details and specificities of relations of 

difference and how they matter.”80 From a diffractive position, use of nuance 

and complexity can open up possibilities of understanding that were previously 

inaccessible. 

In the space of curatorial practice, a diffractive approach when co-

curating with Habjouqa, allowed us to how to make an exhibition that amplified 

cultural and geographic concerns about human rights and social justice. This 

was best illustrated in the exhibition by video imagery of crowds of the 

International Women’s March juxtaposed with imagery of the Arab Spring 

protests. This display method challenged TCU students to consider difference 

as a strategy for understanding and developing allyship. Or, as Barad might 

say, the affective nature of working with RAWIYA made it “possible for 

 
80 Barad, Karen. Meeting the Universe Halfway: Quantum Physics and the Entanglement of Matter and 

Meaning. Durham, North Carolina: Duke University Press, 2007, 72.   
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entangled relationalities to make connections between entities that do not 

appear to be proximate in space and time.”81  

 

 

Disruptive Bodies and Public Space 

 

An additional shift in my curatorial practice brought about by working with 

RAWIYA and in the context of Trump’s Presidential tenure was an exploration 

of the role of performance as activism. Under the prevailing cultural spotlight on 

sexism and racism, I made a concerted effort to engage with performance to 

explore the complexities of public spaces on campus and as a means to coax 

affective encounters for students. For example, Flâneuse, a group exhibition, 

featuring the work of eight international women artists at Fort Worth 

Contemporary Arts in Fall 2018, attempted to draw attention to the role of 

gender in contemporary urban experience.82 It was conceived to engage college 

students in a national conversation about women’s bodies and introduce 

viewers to multiple perspectives on women’s experiences.83  

 
81 Ibid., 74. 
 
82 See Appendix 10, Figs.1-12. Flâneuse featured works by Martha Cooper, Alicia Eggert, Retha Ferguson, 

Laura Grace Ford, Roxane Huilmand, Cristina de Middel, Alicia Paz & Tuesday Smillie at Fort Worth Contemporary Arts, 
The Art Galleries at TCU, Fort Worth, Texas, USA, August 24 – September 29, 2018. Taking the traditional 19th century 
idea of the “flâneur” as a point of departure, the exhibition highlighted key themes from ongoing scholarly debate about 
the appropriateness or indeed the existence of the female equivalent, the “flâneuse.” The artists explored diverse concerns 
about street life and overlapping themes including history, memory, social justice, personal safety, public protest, physical 
movement, and commodity culture; from photography by Martha Cooper, an artist in her 70s, to explorations in 
international cities such as Retha Ferguson’s documentary images of Capetown, South Africa, and Laura Grace Ford’s 
psychogeographical “emotion maps” of London. Flâneuse also included print and textile work by Brooklyn-based artist 
Tuesday Smillie, the first transwoman artist to be presented by the Art Galleries at TCU.  

 
83 The majority of students on TCU’s campus are women. Student demographics and other statistical data can 

be found on TCU’s Institutional Research website, accessed February 11, 2022, https://ir.tcu.edu/facts-
data/students/student-demographics/.  

https://ir.tcu.edu/facts-data/students/student-demographics/
https://ir.tcu.edu/facts-data/students/student-demographics/
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Fig.21, Installation view, Flâneuse at Fort Worth Contemporary Arts, Texas 
Christian University, 2018  
 
 

 
 
Fig.22, Installation view, Flâneuse at Fort Worth Contemporary Arts, Texas 
Christian University, 2018  
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Fig.23, Installation view, Flâneuse at Fort Worth Contemporary Arts, Texas 
Christian University, 2018  
 
 

 
 
Fig.24, Installation view, Flâneuse at Fort Worth Contemporary Arts, Texas 
Christian University, 2018  
 



 
 

59 
 
 

 

 
 

Fig.25 Installation detail, Flâneuse at Fort Worth Contemporary Arts, Texas 
Christian University, 2018  
 
 
 
As a curatorial proposition, Flâneuse allowed me to refresh and expand my 

research on psychogeographical concerns as explored in previous exhibitions 

and projects.84 However, in light of the national political landscape and coupled 

with a sense of responsibility to educate potential global citizens, the project 

was intentionally developed to present work that was relevant to the lives of 

young college women. I commissioned new work by artist Alicia Eggert to 

directly engage with the question of sexual assault on college campuses. 

Eggert’s site-specific work, You Are Her, was presented in the form of a series 

of sculptural interventions and pop-up performances by student performers in 

 
84 See Appendix 2 and 3. The ideas and questions that formed the basis of Flâneuse descend directly from 

exhibitions Liminal Britain (2005) and Soft Estate (2013), and conversations with The Caravan Gallery ongoing since 
2008. 
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public spaces across campus.85 The work responded to statistics that 1 in 4 

young women would experience sexual assault during their first year in college 

in the United States.86  

Students encountering the silent pop-up performances were intrigued 

and asked questions of the performers who gave out small slips of paper with 

details about the exhibition and statistics about sexual assault on campuses 

nationwide. Anecdotally, many of the students remarked that they were not 

aware of the issue and thought the performances were a “cool” or “unusual” 

way to draw attention to the concern. Additional interest surrounding Eggert’s 

work provided evidence of the affective implication of Flâneuse; the impact of 

the performances as a way to draw attention to issues of social justice was 

revealed in different ways, beyond the data of visitor figures and audience 

feedback.87 

 

 
85 See Appendix 10, Figs.9-12. Alicia Eggert works primarily in sculpture and interactive media, many times 

using signage as a means of political and poetic comment. Artist’s website, accessed December 17, 2021. 
www.aliciaeggert.com/pages/youareher.html.  

 
86 Pérez-Peña, Richard. 1 in 4 Women Experience Sex Assault on Campus. New York Times, September 21, 

2015, accessed December 17, 2021, www.nytimes.com/2015/09/22/us/a-third-of-college-women-experience-unwanted-
sexual-contact-study-finds.html.   

 
87 Within a few weeks of the exhibition opening, I was contacted by Tracy Matheson, whose 22-year-old 

daughter, Molly Jane Matheson, had been raped and murdered in her home within blocks of the TCU campus in 2017. 
Matheson had seen Eggert’s sculptures when driving past campus and wanted to know more about the exhibition project. 
She also wanted to offer her support and share details of Project Beloved, a non-profit organization set up in honor of 
Molly Jane with a mission to “educate, advocate and collaborate to change the conversation about sexual assault and 
empower survivors to find their voices.” Matheson visited the gallery to meet Eggert and talk to students about the 
initiatives of Project Beloved. Project Beloved website, accessed December 21, 2021, www.projectbeloved.org/.                 
This consciousness-raising event was in stark contrast to a publicity stunt which occurred shortly after the exhibition closed 
in October 2018. Stephen Crowder, the Dallas-based controversial conservative comedian, political commentator and 
YouTuber, visited TCU campus and presented a man-on-the-street question booth with the banner “Rape culture is a 
myth, change my mind” which drew ire and frustration from many women students. It was not clear if Crowder was 
specifically influenced to action because of the sharing of Eggert’s public interventions on social media, but his provocative 
stance around the discussion of sexual assault on college campuses, underlined the timely concerns of understanding 
attitudes towards women’s safety as raised in Flâneuse. Fort Worth Weekly website, accessed December 17, 2021, 
www.fwweekly.com/2018/10/03/rape-culture-apologist-trolls-tcu/; Fort Worth Star Telegram website, accessed December 
17, 2021, www.star-telegram.com/opinion/cynthia-m-allen/article219855240.html.  

 

http://www.aliciaeggert.com/pages/youareher.html
http://www.nytimes.com/2015/09/22/us/a-third-of-college-women-experience-unwanted-sexual-contact-study-finds.html
http://www.nytimes.com/2015/09/22/us/a-third-of-college-women-experience-unwanted-sexual-contact-study-finds.html
http://www.projectbeloved.org/
http://www.fwweekly.com/2018/10/03/rape-culture-apologist-trolls-tcu/
http://www.star-telegram.com/opinion/cynthia-m-allen/article219855240.html


 
 

61 
 
 

 
 
Fig.26, Installation view outside the gallery, You Are Her by Alicia Eggert, 
Flâneuse at Fort Worth Contemporary Arts, Texas Christian University, 2018  
 

 
 
Fig.27, Installation view outside the TCU School of Art, You Are Her by Alicia 
Eggert as part of Flâneuse, Texas Christian University, 2018  
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Fig.28, Performance of You Are Her by Alicia Eggert, featuring TCU students, 
Flâneuse at Fort Worth Contemporary Arts, Texas Christian University, 2018  
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Fig.29, Views of campus performances of You Are Her by Alicia Eggert, featuring 
TCU students, Flâneuse at Fort Worth Contemporary Arts, Texas Christian 
University, 2018  
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Fig.30, Campus performance of You Are Her by Alicia Eggert, featuring TCU 
students as part of Flâneuse at Fort Worth Contemporary Arts, Texas Christian 
University, 2018 
 

 

 

Performance as a form of activism also occurred as part of the live program for 

Caribbean Fantasia: Raphaël Barontini, presented at Fort Worth Contemporary 

Arts in Spring 2020.88 The idea for the performance was derived from 

Barontini’s ongoing postcolonial research on the symbolic nature of equestrian 

portraiture. In the context of Fort Worth, a significant cattle trade site, he 

considered the history of the American cowboy, or more specifically, cowboys of 

colour. In collaboration with the National Multicultural Western Heritage 

 
88 See Appendix 11, Figs 1-11. Paris-based artist Raphaël Barontini creates large-scale vibrant installations 

featuring banners, flags and items of customized clothing. He silkscreens and collages pre-existing photographic imagery 
onto digitally designed and printed textiles as part of his ongoing investigation of African Diaspora. His work engages with 
and challenges dominant iconographies of colonial interests, often drawing attention to black hero figures in French history 
to explore issues of representation and race. Artist’s website accessed December 29, 2021. 
www.raphaelbarontini.art/work.  

 

http://www.raphaelbarontini.art/work
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Museum and Hall of Fame in Fort Worth, Barontini invited cowboys of colour to 

ride through the centre of campus, from the TCU School of Art to Fort Worth 

Contemporary Arts, about half a mile.89 The parade by contemporary working 

cowboys of colour was presented by the artist as a living tribute to such figures 

who had been erased from history, but who the artist asked audiences to 

reconsider.  

 

As we worked together to make his exhibition, I found the interweaving of 

theoretical and formal aspects of Raphaël’s work rich and complex: his concern 

for processes of creolization and hybridity, derived from his engagement with 

the works of writers Édouard Glissant and Stuart Hall, and also his studio 

practice which utilized analog and digital aspects of painting, print and 

photography to create three-dimensional installations. 90 Little did I realise that 

the opening of his exhibition in February 2020 was just the beginning of my 

further untangling of representations of race and power in contemporary 

America.91 Almost three months after the parade, George Floyd was murdered 

by police officer Derek Chauvin in Minneapolis. In the summer of 2020 against 

 
89 See Appendix 11, Figs.2-10. The cowboys wore items of custom-clothing created by the artist, which after 

the ride were installed in the gallery to become part of the on-going exhibition. 
 
90 Barontini generously shared aspects of his personal impetus for his practice. He considered his own family 

history which is infused with experiences of participating in community parades and carnival, and diverse familial 
connections which wind back and forth from Réunion Island (French Territory in the Indian Ocean) to the Caribbean, and 
from Italy to Paris. His interest in exploring history, race, identity and social justice in a public space stretched from 
experiences in his youth as a drummer in his high school band, to later participating in street protests against the 
imprisonment of journalist and activist Mumia Abu-Jamal.  

 
91 Within a matter of days after the opening of the exhibition and the parade on 28 February, 2020, the 

emergence and spread of Coronavirus COVID-19 led to a global pandemic and the closing of the TCU campus. The 
galleries remained closed to visitors until August 2020 when the exhibition re-opened briefly. Only small groups of on-
campus audiences were permitted to visit, and the gallery remained closed to off-campus audiences as per university 
COVID-19 protocols. The uncertainty of the pandemic and the set of emergency restrictions for campus activities meant 
that live programming associated with the exhibition, designed to untangle and highlight key aspects of Barontini’s work, 
could not be presented as planned. Instead, virtual materials were made available to online audiences on the Art Galleries 
at TCU YouTube page, including an exhibition tour, a recorded Zoom-discussion with Kenneth ‘Wolf’ Samson, one of the 
parade cowboys, and Jim and Gloria Austin, the founders of the National Multicultural Western Heritage Museum and 
Hall of Fame in Fort Worth.  
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the backdrop of a pandemic which highlighted racial inequality, alongside street 

tributes to Floyd, Black Lives Matter protests, and heated conversations around 

the removal of public art that served to memorialize the confederacy, my 

feelings about Raphaël’s parade shifted. I had initially perceived it as a 

celebratory event that acknowledged diversity and reconsidered erased 

histories, thus drawing attention to racial and social inequities. Now, as Black 

voices were amplified, I perceived a more serious and sober reading of the 

cowboys of colour parade. It was a public presentation of Black bodies in an 

historically white, conservative space. Raphaël and the cowboys understood 

this, but I hadn’t fully comprehended the extent of their courage in this 

performance, which was an act of disruption, as well as celebration.  

 

 
 
Fig.31, Panorama installation view, Caribbean Fantasia: Raphaël Barontini, Fort 
Worth Contemporary Arts, Texas Christian University, 2020  
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Fig.32, Barontini dresses cowboys with chaps, capes, bandanas and flags before 
the ‘Cowboys of Colour’ Parade, Texas Christian University, February 28, 2020  
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Fig.33, Documentation of the cowboys before the ‘Cowboys of Colour’ Parade, 
Texas Christian University, February 28, 2020  
 



 
 

69 
 
 

 
 
Fig.34, Documentation of the cowboys before the ‘Cowboys of Colour’ Parade, 
Texas Christian University, February 28, 2020  
 
 

Fig.35, ‘Cowboys of Colour’ Parade begins at the School of Art, Texas Christian 
University, February 28, 2020  
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Fig.36, ‘Cowboys of Colour’ Parade continues through the centre of campus, 
followed by crowds, Texas Christian University, February 28, 2020  
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Fig.37, ‘Cowboys of Colour’ Parade arrives at Fort Worth Contemporary Arts, 
Texas Christian University, February 28, 2020  
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Fig.38, Barontini installs chaps, capes, bandanas and flags from the ‘Cowboys of 
Colour’ Parade in the exhibition Caribbean Fantasia at Fort Worth Contemporary 
Arts, Texas Christian University, February 28, 2020  
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Fig.39, Documentation of chaps, capes, bandanas and flags from the ‘Cowboys 
of Colour’ Parade in the exhibition Caribbean Fantasia at Fort Worth 
Contemporary Arts, Texas Christian University, 2020  
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Untangled Threads and Other Conclusions 

 

By exposing threads of care that accumulated and entwined in moments of my 

curatorial practice, I have attempted to challenge traditional understandings 

about artist-curator relationships. Posthuman methodologies have enabled me 

to scaffold a conversation about accessibility and vulnerability while disclosing 

my lived experience. For me, this new way of writing has been simultaneously 

liberating and terrifying; it has changed the way I think about curatorial practice 

and provoked me to find new ways to contribute to the discourse of exhibition-

making.     

In practical terms writing this summary revealed how I have evolved as a 

curator, and the process of looking back to look forward feels timely and 

invigorating. I am keen to prospect my future and am encouraged to build on 

what I have learned here, especially around the potential for new definitions of 

care. I now recognise that the most dynamic changes to my practice were 

catalyzed by interactions brought about by significant relationships with artists in 

the process of making exhibitions. But what do I do now? How do I negotiate 

and nourish this affective space I have plotted? How can my practice encourage 

more meaningful outcomes or encounters for artists and audiences? Such 

questions motivate my desire to investigate the capacity for radical care in 

curatorial practice, and to consider what this would look like, where it would be 

situated and what it would mean for the artists I will work with in the future.  
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Appendix 1 
 
 
Documentation from the 2008 and 2010 Liverpool Biennials includes: 
 

• Scanned pages from the Biennial Guides articulating themes and details 
of artist commissions  
 

• Installation images of artist commissions for the Bluecoat for the 2010 
Liverpool Biennial 

 
 
 
 
 
 
 
 
 

          
 
Fig.1, Front and back covers of 2008 Liverpool Biennial Guide 
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Fig.2, Thematic articulation by Lewis Biggs, 2008 Liverpool Biennial Guide 
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Fig.3, Thematic articulation for the Bluecoat by Bryan Biggs and Sara-Jayne 
Parsons, 2008 Liverpool Biennial Guide 
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Fig.4, Artist page for the Royal Art Lodge by Sara-Jayne Parsons, 2008 Liverpool 
Biennial Guide 
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Fig.5, Artist page for the Royal Art Lodge, 2008 Liverpool Biennial Guide, 59 
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Fig.6, Artist page for Tracey Moffatt by Sara-Jayne Parsons, 2008 Liverpool 
Biennial Guide 
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Fig.7, Artist page for Tracey Moffatt, 2008 Liverpool Biennial Guide, 61 
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Fig.8, Front and back covers of 2010 Liverpool Biennial Guide 
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Fig.9, Thematic articulation by Lewis Biggs, 2010 Liverpool Biennial Guide 
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Fig.10, Thematic articulation by Lewis Biggs, 2010 Liverpool Biennial Guide 
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Fig.11, Thematic articulation for the Bluecoat by Sara-Jayne Parsons, 2010 
Liverpool Biennial Guide 
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Fig.12, Floorplan for Bluecoat exhibitions, 2010 Liverpool Biennial Guide 
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Fig.13, Artist page for Daniel Bozhkov by Sara-Jayne Parsons, 2010 Liverpool 
Biennial Guide 
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Fig.14, Artist page for Daniel Bozhkov by Sara-Jayne Parsons, 2010 Liverpool 
Biennial Guide 
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Fig.15, Artist page for Nicholas Hlobo by Sara-Jayne Parsons, 2010 Liverpool 
Biennial Guide 
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Fig.16, Artist page for Nicholas Hlobo by Sara-Jayne Parsons, 2010 Liverpool 
Biennial Guide, 109 
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Fig.17, Artist page for Carol Rama by Sara-Jayne Parsons, 2010 Liverpool 
Biennial Guide 
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Fig.18, Artist page for Carol Rama by Sara-Jayne Parsons, 2010 Liverpool 
Biennial Guide, 111 
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Fig.19, Artist page for Ranjani Shettar by Sara-Jayne Parsons, 2010 Liverpool 
Biennial Guide 
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Fig.20, Artist page for Ranjani Shettar by Sara-Jayne Parsons, 2010 Liverpool 
Biennial Guide, 113 
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Fig.21 Daniel Bozhkov, Music Not Good For Pigeons, 2010, interior view of 
installation, Liverpool Biennial (Photography credit: Jon Barraclough) 
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Fig.22, Nicholas Hlobo, Ndize, 2010, details of ground floor installation, Liverpool 
Biennial (Photography credit: Jon Barraclough) 
 

 
                    

Fig.23, Nicholas Hlobo, Ndize, 2010, details of first floor installation, Liverpool 
Biennial (Photography credit: Jon Barraclough) 
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Fig.24, Carol Rama, The Cabinet of Carol Rama, 2010, installation view, 
Liverpool Biennial (Photography credit: Jon Barraclough) 
 

 
 

Fig.25, Ranjani Shettar, Aureole, 2010, installation view, Liverpool Biennial 
(Photography credit: Jon Barraclough)         
                                                                                    



 
 

102 
 
 

Appendix 2 
 
Documentation from the exhibition Soft Estate includes: 
 

• Scanned pages of “In the Rear View Mirror,” by Sara-Jayne Parsons in 
Edward Chell, ed. Soft Estate, Liverpool: the Bluecoat, 2013, 13-23 
 
 

 
 

 

 

 

 
 

Fig.1, Front cover of Soft Estate, the Bluecoat, 2013  
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Fig.2, Pages featuring new works by Edward Chell in Soft Estate, Liverpool: the 

Bluecoat, 2013, 6 & 11 
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Fig.3, “In the Rear View Mirror,” by Sara-Jayne Parsons in Edward Chell, ed. Soft 
Estate, Liverpool: the Bluecoat, 2013, 13 
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Fig.4, “In the Rear View Mirror,” by Sara-Jayne Parsons in Edward Chell, ed. Soft 
Estate, Liverpool: the Bluecoat, 2013, 14 
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Fig.5, “In the Rear View Mirror,” by Sara-Jayne Parsons in Edward Chell, ed. 
Soft Estate, Liverpool: the Bluecoat, 2013, 15 



 
 

107 
 
 

 
Fig.6, Edward Chell, M2 Medway Services Eastbound, 2013, oil on shellac on 
linen, 180 x 140 cm, in Edward Chell, ed. Soft Estate, Liverpool: the Bluecoat, 
2013, 17 
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Fig.7, Edward Chell, Poker Smoker Mantel Piece (one of a pair), 2013, laser-
etched stainless steel middle box silencer on stand, 58.5 x 23 x 12.75 cm, in 
Edward Chell, ed. Soft Estate, Liverpool: the Bluecoat, 2013, 19 
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Fig.8, Edward Chell, M2 Motorway Island, Junction 3, 2013, oil on shellac on 
linen, 180 x 140 cm, in Edward Chell, ed. Soft Estate, Liverpool: the Bluecoat, 
2013, 21 
 



 
 

110 
 
 

  
Fig.9, “In the Rear View Mirror,” by Sara-Jayne Parsons in Edward Chell, ed. Soft 
Estate, Liverpool: the Bluecoat, 2013, 22 



 
 

111 
 
 

  
Fig.10, “In the Rear View Mirror,” by Sara-Jayne Parsons in Edward Chell, ed. 
Soft Estate, Liverpool: the Bluecoat, 2013, 22 



 
 

112 
 
 

Appendix 3 
 
 
Documentation of Liminal Britain includes the following scanned pages of the 
exhibition catalogue, written by Sara-Jayne Parsons and published by the 
University of North Texas Art Gallery, 2006.  
 

 
 

 
Fig.1, Front and inside cover of Liminal Britain, published by the University of 
North Texas Art Gallery, 2006. 
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Fig.2, Curatorial statement for Liminal Britain, 2006, 3-4 
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Fig.3, Richard Billingham, artist pages, Liminal Britain, 2006, 6-7 
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Fig.4, John Darwell, artist pages, Liminal Britain, 2006, 8-9 
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Fig.5, Dinu Li, artist pages, Liminal Britain, 2006, 10-11 
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Fig.6, Jason Oddy, artist pages, Liminal Britain, 2006, 12-13 
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Fig.7, Ingrid Pollard, artist pages, Liminal Britain, 2006, 14-15 
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Fig.8, Trish Simonite, artist pages, Liminal Britain, 2006, 16-17 
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Fig.9, Exhibition checklist, Liminal Britain, 2006, 20-21 
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Fig.10, Exhibition checklist, Liminal Britain, 2006, 22-23 
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Fig.11, Back cover Liminal Britain, 2006, 20-21 
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Appendix 4 
 
 
Documentation of Janek Schaefer: Sound Art includes the following key scanned 
pages of the exhibition catalogue, published by the Bluecoat, 2009. Installation 
images of the exhibition and a curatorial essay are included. 
 
 
 

 
 
Fig.1, Front cover, Janek Schaefer: Sound Art, the Bluecoat, 2009 
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Fig.2, inside cover and contents page, Janek Schaefer: Sound Art, the Bluecoat, 
2009 
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Fig.3, Curatorial essay by Sara-Jayne Parsons, Janek Schaefer: Sound Art, the 
Bluecoat, 2009, 8 
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Fig.4, Curatorial essay by Sara-Jayne Parsons, Janek Schaefer: Sound Art, the 
Bluecoat, 2009, 11 
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Fig.5, Curatorial essay by Sara-Jayne Parsons, Janek Schaefer: Sound Art, the 
Bluecoat, 2009, 13 
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Fig.6, Curatorial essay by Sara-Jayne Parsons, Janek Schaefer: Sound Art, the 
Bluecoat, 2009, 14 
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Fig.7, Curatorial essay by Sara-Jayne Parsons, Janek Schaefer: Sound Art, the 
Bluecoat, 2009, 16 
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Fig.8, Curatorial essay by Sara-Jayne Parsons, Janek Schaefer: Sound Art, the 
Bluecoat, 2009, 17 
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Fig.9, Curatorial essay by Sara-Jayne Parsons, Janek Schaefer: Sound Art, the 
Bluecoat, 2009, 19 
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Fig.10, Curatorial essay by Sara-Jayne Parsons, Janek Schaefer: Sound Art, the 
Bluecoat, 2009, 20 
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Fig.11, Inside and back cover, Janek Schaefer: Sound Art, the Bluecoat, 2009 
 
 
 

 



 
 

134 
 
 

 
APPENDIX 5 

 
 
Demonstration of my critical friendship with artist Jyll Bradley is included in the 
following documents: 
 

• Scanned pages including an essay in Jyll Bradley: Airports for the Lights 
Shadows and Particles, Penzance: The Exchange, 2011  
 

• Scanned article: Sara-Jayne Parsons, “City of Trees: Jyll Bradley,” 
Australian Art Monthly, 262, (August 2013): 30-33 

 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
Fig.1, Front cover, Jyll Bradley: Airports for the Lights Shadows and Particles, 
Penzance: The Exchange, 2011 
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Fig.2, Foreword by Blair Todd, Jyll Bradley: Airports for the Lights Shadows and 
Particles, Penzance: The Exchange, 2011, 10 
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Fig.3, Foreword by Blair Todd, Jyll Bradley: Airports for the Lights Shadows and 
Particles, Penzance: The Exchange, 2011, 11 
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Fig.4, Sara-Jayne Parsons, “She Drinks Like A Plant The Energy Of Light,” in Jyll 
Bradley: Airports for the Lights Shadows and Particles, Penzance: The 
Exchange, 2011, 56 
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Fig.5, Sara-Jayne Parsons, “She Drinks Like A Plant The Energy Of Light,” in Jyll 
Bradley: Airports for the Lights Shadows and Particles, Penzance: The 
Exchange, 2011, 57 
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Fig.6, Sara-Jayne Parsons, “She Drinks Like A Plant The Energy Of Light,” in Jyll 
Bradley: Airports for the Lights Shadows and Particles, Penzance: The 
Exchange, 2011, 58 
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Fig.7, Sara-Jayne Parsons, “She Drinks Like A Plant The Energy Of Light,” in Jyll 
Bradley: Airports for the Lights Shadows and Particles, Penzance: The 
Exchange, 2011, 59 
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Fig.8, Sara-Jayne Parsons, “She Drinks Like A Plant The Energy Of Light,” in Jyll 
Bradley: Airports for the Lights Shadows and Particles, Penzance: The 
Exchange, 2011,60 
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Fig.9, Sara-Jayne Parsons, “She Drinks Like A Plant The Energy Of Light,” in Jyll 
Bradley: Airports for the Lights Shadows and Particles, Penzance: The 
Exchange, 2011, 61 
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Fig.10, Jyll Bradley, “Their flight is knowledge, space is their alienation,” 2011, 
detail of ‘light drawings’ on acetate, 30 x 22 each, Airports for the Lights Shadows 
and Particles, Penzance: The Exchange, 2011, 64 
 



 
 

144 
 
 

 
 
 

 
 
Fig.11, Back cover of Jyll Bradley: Airports for the Lights Shadows and Particles, 
Penzance: The Exchange, 2011 
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Fig.12 Sara-Jayne Parsons, “City of Trees: Jyll Bradley,” Australian Art Monthly, 
262, (August 2013): 30  
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Fig.13, Sara-Jayne Parsons, “City of Trees: Jyll Bradley,” Australian Art Monthly, 
262, (August 2013): 31 
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Fig.14, Sara-Jayne Parsons, “City of Trees: Jyll Bradley,” Australian Art Monthly, 
262, (August 2013): 32  
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Fig.15, Sara-Jayne Parsons, “City of Trees: Jyll Bradley,” Australian Art Monthly, 
262, (August 2013): 33  

 
 



 
 

149 
 
 

APPENDIX 6 
 
Commissioned projects with Emily Speed include: 
 

• Panoply, a site-specific commission for the Bluecoat in 2012 as part of the 
touring group exhibition TOPOPHOBIA: fear of place in contemporary art, 
curated by artists Polly Gould and Anne Eggebert. TOPOPHOBIA 
included works by Anne Eggebert, Matthias Einhoff, David Ferrando 
Giraut, Polly Gould, Marja Helander, Uta Kogelsberger, Abigail Reynolds, 
Almut Rink, Emily Speed and Louise K. Wilson. In 2012 the exhibition 
travelled to Danielle Arnaud Gallery, London; the Bluecoat, Liverpool; and, 
Spacex, Exeter.  
 

• Body Builders, an exhibition featuring new sculptural works, an artist book 
and a film made in collaboration with TCU dance students, Fort Worth 
Contemporary Arts, Texas Christian University, October 2016. Using an 
American college campus as a starting point and referencing the symbolic 
use of Neoclassical architecture, Speed explored classical ideas of 
patriarchal power and authority through the movement and form of dance.  
(Artist’s website, accessed February 27, 2022, www.emilyspeed.co.uk) 

 
 
 

 
 
Fig.1, Emily Speed, Panoply, wood and scaffolding, 2012, installation view at the 
Bluecoat (Photography credit: Mark Reeves) 

http://www.emilyspeed.co.uk/
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  "From time to time during the private   

view and on occasion throughout the 
exhibition disturbing little glimpses of 
naked twitching legs, or hanging hair, 
are visible poking through small 
window cuts in the elevated structure. 
This paradoxical construction appears 
to function both as a hide and a device 
to display the artist’s body parts; or a 
space akin to the tree house most of 
us never had." (TOPOPHOBIA 
website, accessed February 27, 2022,  

 www.topophobia.arts.ac.uk)  
 
 
 
 
 

 
 

 
 

Fig.2, Emily Speed performing inside Panoply at the Bluecoat, 2012 
(Photography credit: Mark Reeves) 
 

http://www.topophobia.arts.ac.uk/
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Fig.3, Emily Speed performing inside Panoply at the Bluecoat, 2012 
(Photography credit: Mark Reeves) 
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Fig.4, Emily Speed, Body Builders, installation views, Fort Worth Contemporary 
Arts, Texas Christian University, October 2016 (Photography credit: Kevin 
Todora)   
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Fig.5, Emily Speed, Body Builders, detail, film still, Fort Worth Contemporary Arts, 
Texas Christian University, October 2016 (Photography credit: Emily Speed)   
 

 
 
Fig.6, Documentation during filming for Body Builders, Fort Worth Contemporary 
Arts, Texas Christian University, October 2016 (Photography credit: Emily 
Speed) 



 
 

154 
 
 

APPENDIX 7 
 
 
Demonstration of my critical friendship with The Caravan Gallery is included in 
the following documents: 
 

• Scanned pages including an essay in Is Britain Great? 3, Manchester:  
Cornerhouse and The Caravan Gallery, 2011 
 

• PDF version of online article: Sara-Jayne Parsons, “‘Doing things with 

people rather than at them.’ The Caravan Gallery.” Medium, December 
15, 2019, accessed March 8, 2022, www.medium.com/exposure-
magazine/doing-things-with-people-rather-than-at-them-the-caravan-
gallery-49b4f5ed0dce   
 

 

 

 

 
Fig.1, Front cover of Is Britain Great? 3, Manchester: Cornerhouse and The 
Caravan Gallery, 2011 

http://www.medium.com/exposure-magazine/doing-things-with-people-rather-than-at-them-the-caravan-gallery-49b4f5ed0dce
http://www.medium.com/exposure-magazine/doing-things-with-people-rather-than-at-them-the-caravan-gallery-49b4f5ed0dce
http://www.medium.com/exposure-magazine/doing-things-with-people-rather-than-at-them-the-caravan-gallery-49b4f5ed0dce
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Fig.2, Sara-Jayne Parsons, “Sign of the Times,” in Is Britain Great? 3, 
Manchester: Cornerhouse and The Caravan Gallery, 2011, 2 
 

 
Fig.3, Sara-Jayne Parsons, “Sign of the Times,” in Is Britain Great? 3, 
Manchester: Cornerhouse and The Caravan Gallery, 2011, 3 
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Fig.4, Is Britain Great? 3, Manchester: Cornerhouse and The Caravan Gallery, 
2011, 24 
 

 
Fig.5, Is Britain Great? 3, Manchester: Cornerhouse and The Caravan Gallery, 
2011, 25 
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Fig.6, Is Britain Great? 3, Manchester: Cornerhouse and The Caravan Gallery, 
2011, 77 
 

 
Fig.7, Back cover of Is Britain Great? 3, Manchester: Cornerhouse and The 
Caravan Gallery, 2011 
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Fig.8, Sara-Jayne Parsons, “‘Doing things with people rather than at them.’ The 

Caravan Gallery.” Medium, December 15, 2019, 1 
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Fig.9, Sara-Jayne Parsons, “‘Doing things with people rather than at them.’ The 

Caravan Gallery.” Medium, December 15, 2019, 2 
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Fig.10, Sara-Jayne Parsons, “‘Doing things with people rather than at them.’ The 

Caravan Gallery.” Medium, December 15, 2019, 3 
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Fig.11, Sara-Jayne Parsons, “‘Doing things with people rather than at them.’ The 

Caravan Gallery.” Medium, December 15, 2019, 4 
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Fig.12, Sara-Jayne Parsons, “‘Doing things with people rather than at them.’ The 

Caravan Gallery.” Medium, December 15, 2019, 5 
 



 
 

163 
 
 

 
 

 
 
Fig.13, Sara-Jayne Parsons, “‘Doing things with people rather than at them.’ The 

Caravan Gallery.” Medium, December 15, 2019, 6 
 



 
 

164 
 
 

 
 

 
 
Fig.14, Sara-Jayne Parsons, “‘Doing things with people rather than at them.’ The 

Caravan Gallery.” Medium, December 15, 2019,7 
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Fig.15, Sara-Jayne Parsons, “‘Doing things with people rather than at them.’ The 

Caravan Gallery.” Medium, December 15, 2019, 8 
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Fig.16, Sara-Jayne Parsons, “‘Doing things with people rather than at them.’ The 

Caravan Gallery.” Medium, December 15, 2019, 9 
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Fig.17, Sara-Jayne Parsons, “‘Doing things with people rather than at them.’ The 

Caravan Gallery.” Medium, December 15, 2019, 10 
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Fig.18, Sara-Jayne Parsons, “‘Doing things with people rather than at them.’ The 

Caravan Gallery.” Medium, December 15, 2019, 11 
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Fig.19, Sara-Jayne Parsons, “‘Doing things with people rather than at them.’ The 

Caravan Gallery.” Medium, December 15, 2019, 12 
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Fig.20, Sara-Jayne Parsons, “‘Doing things with people rather than at them.’ The 

Caravan Gallery.” Medium, December 15, 2019, 13 
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Fig.21, Sara-Jayne Parsons, “‘Doing things with people rather than at them.’ The 

Caravan Gallery.” Medium, December 15, 2019, 14 
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Fig.22, Sara-Jayne Parsons, “‘Doing things with people rather than at them.’ The 

Caravan Gallery.” Medium, December 15, 2019, 15 
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Fig.23, Sara-Jayne Parsons, “‘Doing things with people rather than at them.’ The 

Caravan Gallery.” Medium, December 15, 2019, 16 
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Fig.24, Sara-Jayne Parsons, “‘Doing things with people rather than at them.’ The 

Caravan Gallery.” Medium, December 15, 2019, 17 
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Fig.25, Sara-Jayne Parsons, “‘Doing things with people rather than at them.’ The 

Caravan Gallery.” Medium, December 15, 2019, 18 
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Fig.26, Sara-Jayne Parsons, “‘Doing things with people rather than at them.’ The 

Caravan Gallery.” Medium, December 15, 2019, 19 
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Fig.27, Sara-Jayne Parsons, “‘Doing things with people rather than at them.’ The 

Caravan Gallery.” Medium, December 15, 2019, 20 
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APPENDIX 8 
 
Documentation of my relationship with artist Tanya Habjouqa and the exhibition 
RAWIYA: We Do Not Choose Our Dictators, Fort Worth Contemporary Arts, 
Texas Christian University, March 4 – May 14, 2017, includes: 
 

• Scanned pages including curatorial essay and artist pages for Tanya 
Habjouqa, from exhibition catalogue I exist (in some way), the Bluecoat, 
2013 
 

• RAWIYA: We Do Not Choose Our Dictators curatorial text available as a 
handout for visitors in the galleries  

 

• An interview with RAWIYA artists Tanya Habjouqa and Tasneem Alsultan 
can be viewed here on the Art Galleries at TCU YouTube page:  

           www.youtube.com/watch?v=DvPhDEULLLs&t=51s  
 

 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 

Fig.1, Front cover, I exist (in some way), the Bluecoat, 2013 
 
 

 
 
 
 
 

http://www.youtube.com/watch?v=DvPhDEULLLs&t=51s
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Fig.2, Curatorial essay, I exist (in some way), the Bluecoat, 2013, 4 
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Fig.3, Curatorial essay, I exist (in some way), the Bluecoat, 2013, 5 
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Fig.4, Curatorial essay, I exist (in some way), the Bluecoat, 2013,7 
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Fig.5, Tanya Habjouqa, artist page, I exist (in some way), the Bluecoat, 2013, 
22 
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Fig.6, Tanya Habjouqa, artist page, I exist (in some way), the Bluecoat, 2013, 
23 
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Fig.7, Back cover, I exist (in some way), the Bluecoat, 2013 
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Fig.8, An image from Tanya Habjouqa's "Fragile Monsters" series installed as 
an exterior window vinyl at the Bluecoat for I exist (in some way), 2013 
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Fig 9., Curatorial text for gallery visitors to RAWIYA: We Do Not Choose Our 
Dictators, Fort Worth Contemporary Arts, 2017 
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APPENDIX 9 
 
Documentation of exhibition programming in the Art Galleries at TCU after the 
presentation of RAWIYA: We Do Not Choose Our Dictators at Fort Worth 
Contemporary Arts in Spring 2017 includes installation images of the following: 

 

• Finding Fanon (2017), a film installation by UK-based artists Larry 
Achiampong and David Blandy, inspired by the lost plays of Frantz Fanon, 
whose writing investigated the psychological effects of colonization and 
the social and cultural consequences of decolonization. The artists 
examined Fanon’s ideas, and considered how society, race and racism 
affect our relationships with each other in a posthuman age of new 
technology, pop culture and globalization. 
 

• Iamuslima: Baseera Khan (2017), featured a selection of prints, 
sculptures, textiles, archival material and other performative objects used 
by the artist to reflect on her Indian-Iranian-Afghani heritage as well as her 
experience growing up in Texas. Inspired by writers such as Frantz Fanon 
and Jean Genet, Khan’s work explored intersecting aspects of her lived 
experience: as a Muslim, an artist and a femme person of colour. 
 

• Black Borders: Artists of Color, Reframing Culture (2018), featured new 
video works and installations that both embraced and challenged notions 
of what it is to be a contemporary artist and a person of colour. The 
exhibition considered a creative practice by people of colour that was 
independent and unapologetic, rejecting notions that an artist of colour 
should only engage in the context of “a role model” or being a voice for 
their race or gender. Featured artists included Amir George, Erika 
DeFreitas, and Anansi kNOwBody, and the exhibition was guest curated 
by Texas artist, curator and writer Christopher Blay.  
 

• Gendersick (2018), a film by Jordan Baseman commissioned by the Art 
Galleries at TCU made in collaboration with a graduate student from Texas 
Christian University. Using interview audio and 16mm film shot around Fort 
Worth, Baseman’s film gendersick is a personal account of the 
experiences of a TCU student. The film provides a brief glimpse into the 
life of an asexual and agender person. gendersick may be viewed through 
the artist’s website: www.jordanbaseman.co.uk/work/gendersick/  
 

  
 
 
 
 
 
 
 
 
 

http://www.jordanbaseman.co.uk/work/gendersick/
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Fig.1, Installation view, Finding Fanon, featuring Larry Achiampong and David 
Blandy, Fort Worth Contemporary Arts, August 2017 (Photography credit: Lynné 
Bowman Cravens) 
 

 
Fig.2, Installation view, Finding Fanon, featuring Larry Achiampong and David 
Blandy, Fort Worth Contemporary Arts, August 2017 (Photography credit: Lynné 
Bowman Cravens) 
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Fig.3, Installation detail, Finding Fanon, featuring Larry Achiampong and David 
Blandy, Fort Worth Contemporary Arts, August 2017 (Photography credit: Lynné 
Bowman Cravens) 
 

 
Fig.4, Installation detail, Finding Fanon, featuring Larry Achiampong and David 
Blandy, Fort Worth Contemporary Arts, August 2017 (Photography credit: Lynné 
Bowman Cravens) 
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Fig.5, Installation detail, Finding Fanon, featuring Larry Achiampong and David 
Blandy, Fort Worth Contemporary Arts, August 2017 (Photography credit: Lynné 
Bowman Cravens) 
 

 
Fig.6, Installation view, Finding Fanon, featuring Larry Achiampong and David 
Blandy, Fort Worth Contemporary Arts, August 2017 (Photography credit: Lynné 
Bowman Cravens) 
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Fig.7, Installation view, Iamuslima: Baseera Khan, Moudy Gallery, August 2017 
(Photography credit: Lynné Bowman Cravens) 
 
 
 

 
Fig.8, Installation view, Iamuslima: Baseera Khan, Moudy Gallery, August 2017 
(Photography credit: Lynné Bowman Cravens) 
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Fig.9, Installation detail, Iamuslima: Baseera Khan, Moudy Gallery, August 2017 
(Photography credit: Lynné Bowman Cravens) 
 
 

            
 
Fig.10, Installation details, Iamuslima: Baseera Khan, Moudy Gallery, August 
2017 (Photography credit: Lynné Bowman Cravens) 
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Fig.11, Installation view, Black Borders: Artists of Color, Reframing Culture, 
featuring Amir George, Erika DeFreitas, and Anansi kNOwBody, Fort Worth 
Contemporary Arts, March 2018 (Photography credit: Lynné Bowman Cravens) 
 
 
 

 
 
Fig.12, Installation detail, Black Borders: Artists of Color, Reframing Culture, 
featuring Amir George, Erika DeFreitas, and Anansi kNOwBody, Fort Worth 
Contemporary Arts, March 2018 (Photography credit: Lynné Bowman Cravens) 



 
 

195 
 
 

 
Fig.13, Installation detail, Black Borders: Artists of Color, Reframing Culture, 
featuring Amir George, Erika DeFreitas, and Anansi kNOwBody, Fort Worth 
Contemporary Arts, March 2018 (Photography credit: Lynné Bowman Cravens) 
 
 

 
Fig.14, Installation view, gendersick by Jordan Baseman, Fort Worth 
Contemporary Arts, October 2018 (Photography credit: Lynné Bowman Cravens) 
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APPENDIX 10 
 
Documentation of Flâneuse at Fort Worth Contemporary Arts, Texas Christian 
University, August 24 – September 29, 2018, includes: 
 

• Flâneuse curatorial text available as a handout for visitors in the galleries 
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Fig.1, Curatorial text and artist information handout for gallery visitors to Flâneuse 
at Fort Worth Contemporary Arts, Texas Christian University, August 24 – 
September 29, 2018, 1 
 
 
 
 
 



 
 

198 
 
 

 
 
Fig.2 Curatorial text and artist information handout for gallery visitors to Flâneuse 
at Fort Worth Contemporary Arts, Texas Christian University, August 24 – 
September 29, 2018, 2 
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APPENDIX 11 
 
Documentation of Caribbean Fantasia: Raphaël Barontini, 2020, Fort Worth 
Contemporary Arts, Texas Christian University, 2020 
 
 

• A video exhibition tour with the artist can be viewed on the Art Galleries at 
TCU YouTube page: www.youtube.com/watch?v=p7JytNNUgCM&t=90s 

  

• A video of the “Cowboys of Color” Parade can be viewed on the Art 
Galleries at TCU YouTube page: 
www.youtube.com/watch?v=TIC4z1R9kuE&t=8s  
 

• Caribbean Fantasia: Raphaël Barontini curatorial text available as a 
handout for visitors in the galleries 

 
 
 
 
 

https://www.youtube.com/watch?v=p7JytNNUgCM&t=90s
http://www.youtube.com/watch?v=TIC4z1R9kuE&t=8s
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Fig.1, Curatorial text and artist information handout for gallery visitors to 
Caribbean Fantasia, Fort Worth Contemporary Arts, Texas Christian University, 
Spring and Fall 2020. 


