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This online publication is a
collection of thoughts, texts
and tweets from the It’s All
Mediating conference, which
was held in Helsinki 30th–31st
May 2012. The theme of the
conference was curating and
education in exhibition context.
How did it all get started? The
first emails concerning the conference that I can find on my
computer are from spring 2011.
That was when we, a team of
eight colleagues, started to
plan the theme and structure
of the conference alongside
our day jobs. The idea to have
such a conference was first
presented by Kaija Kaitavuori
already in February 2010. The
questions and thoughts writ-

ten down in the mission statement of Pedaali (The Finnish
Association for Museum Education), seemed the most important and relevant:
How do we mediate? Who
decides on the content presented in our museums? How
do we take care of the audiences who visit our museums?
How does collaboration between exhibition planning and
education work? How exactly
are work tasks, responsibilities and power divided when it
comes to education and curating? Are there lines that cannot be crossed? Some of these
thoughts and even more ended
up in the Call for Case Studies,
which was announced on 19th
December 2011.
After more than 600 emails,
dozens of long meetings (which
luckily were a lot of fun!), all
members of the organising
team and 206 participants from
19 countries met in the Museum of Contemporary Art Kiasma in Helsinki. We could not
wait for Kaija Kaitavuori’s introduction to start! When I now
look at the list of participants
and their occupations I must

say that we were quite a versatile crowd. I see titles such
as Museum Educator, Artist,
Producer, Co-Director, Curator,
Communications Officer, Programme Director and Managing
Director just to name a few.
I hope that this publication
will remind you of the two sunny conference days in Helsinki and the lovely evening with
sauna on the Uunisaari Island.
In addition, I hope that reading
this will make it easier to wait
for the academic publication of
the conference.
I hope that everyone in the
conference got lots of food for
thought and some of it still inspires you in your work. Hopefully the contacts you made
will offer fruitful networking
possibilities in the future.
On behalf of all the organisers,
Erja Salo
The President of Pedaali
Educational Curator, Finnish
Museum of Photography

#2012IAM if you don’t understand your strengths and skills you are putting yourself at a disadvantage! Reflect. @LesleyHepburn
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In the It’s All Mediating conference, “mediation” was used as
a concept to denote both curatorial as well as educational activities—work that delivers art
to public and brings public to
art, to put it shortly. Mediating,
however, has a double meaning. It signifies both an effort
of building bridges and acting
as an intermediary as well as
settling a conflict and intervening in a dispute. This position
could be seen to reflect the
coming together of many, even
contradictory interests in a museum context: dealing with the
various expectations of artists,
visitors, funders, patrons, politicians and other stakeholders.
The German word for mediation, Vermittlung, carries a similar conflictual dimension: the
prefix Ver- could also be understood as un- in unlearning;
Vermittlung hence is mediation

and un-mediation at the same
time. (This was pointed out by
Nora Sternfeld). It also recognises the need to be ready to
negotiate, not only to deliver
and teach.
“Education” is often used as
the general term to denote the
more specialised educational or pedagogical practice in
museums as well as activities
directed at various audience
groups. English language dominates international discussion
and “education” does not do
justice to national differences and traditions. In Germany
and e.g. Finland “pedagogy”
is a usual term. Scandinavian
countries tend to go for “förmedling”. Italy uses “didactics”
(didattica) more frequently
than other places. In the US
“interpretation” is used widely whereas in the British contexts it tends to refer just to
materials directly connected
to exhibits. In France “media-

#2012IAM Is intregration of curating and educ within arts orgs an opportunity? Or rationalisation by another name? @JohnnyGailey

tion” is used but also “cultural service”, “service culturel”,
comprises activities dealt with
under “education” in other
countries. In Finland, we have
recently changed towards using “audience work” instead of
“pedagogy” to better describe
the wide range of approaches that goes under the title.
In the UK, “audience development” is used too, but it easily
has a quantitative connotation
of attracting more audiences—
“outreach” is understood more
as reaching for new audiences.
At least in Finnish, there is no
direct translation for outreach.
Furthermore, many British museums have recently changed
the names of their departments into “learning” instead
of “education”; this is intended to direct the focus from formal, delivery-type education
to informal and learner-direct-

ed learning. But then, the German “Bildung” already has this
dimension of self-education.
And in many places and languages, calling museum visitors “learners” just would not
be used. And what about “participation”, we have not talked
about participation yet...
Using the British “gallery education” instead of “museum education” may be confusing too: in many places
gallery would refer to commercial galleries only. “Art museum” would be safer. Most of
the speakers and participants
in the conference came from
art contexts. However, a lot of
what is covered under mediation here applies to other types
of museums as well. So, “museum education” perhaps. But
how do we include all kinds of
non-collecting exhibition spaces, art halls, and biennials?
Fortunately curating is just
curating. Well, hang on, in the
French-speaking world curators
are called “conservateurs”. Oh,
here we go again!

Can you
identify
values
that
guide
your
work?

Adela Zeleznik
Sincerity, truthfulness, curiosity
and patience.
Sally Tallant
My work is guided by a number of questions that establish
both how I operate and also
how I understand the impact
and value of the work. What
is the social and political value of art? How can artists and
curators ask questions that reframe what is possible? What is
necessary?

Lindsey Fryer
The values and principles that
guide my work are about the
human ability and need to create art and ideas and share
that with others; the public right of access to and involvement in knowledge exchange and sharing, ideas,
cultural heritage and the work
of all artists/performers/writers etc. It’s also about creating the conditions where everyone is able to make a choice
to participate in, to contribute
to, to enjoy, be challenged by,
critique ideas and make art in
any form. Knowledge exchange
and transfer, research and reflection, experience, dialogue
and debate according to need
underpins everything that concerns me. The relationships
between the artist, the public (this includes those who
may not have had the choices
above) and the gallery are at
the core of my concerns.

Valérie Lagier
The sense of public service and
the idea that Heritage and Art
are everyone’s property.

#2012IAM Act not just for our survival but also because it’s the right thing to do. @RachelCraddock

Carmen Mörsch
I do research on different fields
of art and cultural education, in
and outside schools. My work
is embedded in the framework
of a big institution, an university of the arts. I try to conceive
my work as a critical practice:
collaborative wherever possible, interruptive, reparative
and constructive wherever necessary. I try to negotiate contradictions and ambiguities not
as problems but as a base and
starting point for my work. I
see myself less as a single author/actor but connected with
and dependent from different
communities of thought and
practice. All my work is a result of shared thoughts and
actions. In the future, I would
like to learn to better identify when to do nothing is the
most productive way of doing
something.

Ideally,
What
kind of
spaces
are
museums
and
galleries?

Adela Zeleznik
To be true, museums and galleries are priviledged spaces
that in theory serve to everyone but in practice only to
those who have interest to
come in (see Pierre Bourdieu’s
study The Love of Art). I personally would like them to be
places for encounter and dialogue, instead of monologue,
but this depends a lot on the
active participation of the public. And I think we are still far
away from this, at least in
Slovenia.
Sally Tallant
Galleries and museums exist
in an ecology so we need a diverse range of institutions that
have distinctive roles in order to ensure that we have a
healthy culture. Audiences are
also diverse so there’s no single answer to this question. It
is critical to have collections
and to present them in relevant ways. It is as important
to have productive and discursive spaces. These spaces are
at the heart of culture and cultural production and they are
for anyone.
#2012IAM the museum as an empty space waiting .. for people to fill it. @LucySteggals

Lindsey Fryer
Currently museums and galleries present the values and
choices of people in power—
those who act on behalf of artists and public in a continuation of a 19th century model of
patronage in bringing art to the
masses. Through a combination of public and increasingly private funds and with the
political connotations this has
meant that museums and galleries are still the repositories
of the concerns and choices of
a particular economic/political power base. Depending on
which Government is in power,
the focus of public policy and
practice can shift, but fundamentally the model remains.
We are much more accountable than we have ever been
in terms of funding and with
the Freedom of Information Act
we are to some extent becoming more publicly accountable
for what we collect and show
on behalf of the nation BUT
of course “the nation” has no
say in the matter. Some peo-

ple defer this responsibility to
the museum/gallery willingly
and are comfortable with this—
trusting the “experts” to make
choices. However, if pushed
many would want to a greater
transparency in the processes,
a greater say in what is valuable to them—particularly where
public funding is concerned.
The task I feel is to be as transparent as we can be, to include
the public in the dialogue/debate about values and what is
important to them, create an
understanding of the complexities of the task and for museums and galleries to understand more about the public,
what they want and need and
how we create the conditions
for the public. I would like to
see more interaction/dialogue
between the public and artists

Valérie Lagier

at all levels; more transparency about the museum/gallery
and how it works; more public interaction with the decision makers; more curatorial
projects that involve the public and other professionals in
meaningful ways; more public involvement in interpretation/dialogue about the work
on show; more public participation in the life of the gallery;
a greater understanding that
everyone is welcome; a greater
understanding and use of the
gallery as resource for learning
but also for ideas generation
and sharing across arts and
non arts sectors; the use of the
gallery spaces in unexpected
and new ways; revealing and
telling the stories about art
and artists in new and unexpected ways—creating alternative readings of art histories;
be more radical in how a national gallery could operate! I
could go on...

Museum and galleries are places where art is displayed for
the pleasure and enjoyment
of everyone, places to create a
dialogue between people with
different skills and knowledge.
Carmen Mörsch
Museums and galleries should
be spaces where collectively
produced representations meet
debates, antagonisms and actions. What would not happen
anymore in them is that anybody pretends they were “for
everyone”—because they can
never be. The claim has become
a means to obfuscate and stabilize power relations instead
of working against them. Who
would they serve: For the next
250 years, they would primarily serve anybody they have not
been serving for the last 250
years. Time for giving turns.

#2012IAM I don’t want to read another pressrelease saying “this is one of the most influential artists of our time” Maria Lind on marketing @AliciaBruce

Nora Sternfeld
Interviewed at IAM
conference
For me, museums and exhibitions are public places. And
I have a radical democratic understanding of public. I think
they should be spaces of negotiation of what can be seen,
said and done, spaces in which
this can be discussed, and also
spaces in which we are able to
deal with conflict about these
kinds of things. I understand
my practice as a curator and
an educator as a practice, that
challenges what can be seen,
done and said in a way that
works with history, with the

archives, with the canon and
challenges it, rethinks it in order to discuss it publicly.
I think it is a curatorial and
an educational function that
has to do with this public role.
For me, this is an intellectual
function, as Antonio Gramsci
thought about public intellectual. This is for me the role of
the curator and the educator. I
think these should not be places that are petrified, authorisized, fixed—places that represent something like nations,
or tendencies, or families—but
places where these things can
be negotiated and discussed,
and places where something
unexpected can occur.
It’s also interesting to ask
what kind of audience we
want, or we live with, and what
kind of audience we produce. I
want to rethink the idea of the
audience in a democratic way.
I think there is certain pseudoparticipation when it comes to
evaluation. Evaluation can be
really dangerous because it’s
not a real vote. It creates sub-

jects as consumers and not
subjects as actors. It brings the
audience into position of answering questions that they
never posed. So why would we
think it is democratic to put a
cross on a question that nobody posed.
I see the audience absolutely capable of using these spaces. So how can institutions and
museums become spaces that
people would want to use? They
are spaces that are owned by
the people as they are public
institutions. My idea is not that
there is something fixed and I
want to bring it nearer to the
people who are not very intelligent—no! I think it’s very important to think and to believe
that the only owner of a public
institution is the public. How
could this place host the public that the public would want
to use it?

How
would
you
like to
influence
society
and/or
the art
field in
your
career?

Valérie Lagier
I would like to
some people to
pleasure of art,
it’s the fist time
museum.

Adela Zeleznik
I don’t want to influence anyone, especially within the museum context, but I would like
to leave traces...
Lindsey Fryer
The next step for me is to influence how the arts are fundamentally (and positively) embedded in public policy—across
the arts, education and nonarts sectors such as health.
Published research is increasingly important and we are
doing that with a number of
University and sector partnerships through our new Tate
Liverpool Research Centre. The
work of the Research Centre
will inform everything we do
at Tate Liverpool and we are
just at the start of this so it’s
exciting.

have helped
discover the
especially if
they enter a

Carmen Mörsch
Together with others, I would
like to contribute to a legacy
of critical thought within my
working field.
Sally Tallant
I would like to feel sure that I
have acted with care and created spaces for art to resonate
in the world.

#2012IAM I can make my own mistakes! says Valérie Lagier. Let’s take responsibility on the things we do! And not be afraid of failing! @KaisaKettunen
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People say that work is good
for you. At least in the health
care section this argument is
afflicted constantly. The fact
that the need of care services
is growing and the resources
decreasing at the same time,
does not only threaten the
quality of the care but also
the well-being of the carer.
As the population ages, the
problems will accumulate.
Working life is at a crossroads. In order to conduct

it to sustainable directions we
need to reassess its structures
and make preventive interventions where they are needed.
Since work affects us in many
ways, its improvement also demands considering multi-disciplinary points of view. Coordinated by Aboa Vetus & Ars
Nova, the Art Leaves a Trace
project reacted to this situation
from the viewpoint of a historical and contemporary art
museum. In the centre of the
project, which was realized in
cooperation with Turku Municipal Social Services and Health
Care Department and The Finnish Work Environment Fund,
was the idea that work is not
a place for burnouts. 22 Turku
municipality’s home care employees took part in the yearlong process. In 2012 they visited the museum at least once
a month. Regular visits during working hours gave the
work community the chance
to spend time together with no
rush and to get to know contemporary art. It was not as-

The author Elli Liippo
was announced
the winner of the
Museum Educational
action of the Year
Award by Pedaali in
the IAM conference.
The purpose of the
award is to bring
forth exemplary and
remarkable audience
work activities and
to pay attention
to the people that
contribute to the
museum educational
work in Finland.

sumed that deficiencies of the
working life could be fixed by
the museum. Instead, the contents provided by the museum encouraged looking at the
everyday life and its challenges from alternative viewpoints.
Contemporary art stimulates
empathy and inspiration,
which tend to get lost in the
routines and hurry. Experiencing art can be very invigorating
especially for healthcare staff.

Museums and well-being
There is no ready-made formula for well-being. Instead it
is achieved by living, as a byproduct of relationships, work
and activities. When it comes to
healthcare, during the last few
years there has been a transition from sickness-centred definitions towards viewing health
as a dynamic state, which the
individual produces in relationship with the environment.
Good health equals work-life
balance and the ability to function. It is achieved when a person feels that his or her personal resources are in balance
with everyday challenges. This
way of thinking has encouraged looking for new forms of
support, for example from the
art world. Several healthcare
projects have provided practical information of art-based
action where areas such as

drama and photography have
been applied to support individual and communal development. Partly because these trials have been short projects,
knowledge of the effects of the
action is scattered across the
field. This makes it more challenging to evaluate and develop culture-based well-being
work.
In the recent years also museums have asked what constitutes a good life when it comes
to for example social equality
and accessibility. Art Leaves a
Trace aimed to continue and
deepen the discussion of what
is the relationship between
museum work and promoting well-being. What are the
methods that museums can
use to apply their know-how?
Questions about well-being are
linked to the principles of mu-

seum work in many ways. Museums and other memory organisations preserve and pass
on cultural heritage and art,
both in material and immaterial forms. Their collections
are not static storages but ever-changing processes that resemble human memory. In
the level of a community, museums do what memory does
in an individual level. By collecting, organising and sharing knowledge museums take
part in producing communal
self-realization. Museum is not
a health service and it cannot
fix faults within the healthcare
system. However, as a keeper
and mediator of cultural heritage it is an expert when it
comes to everyday phenomena in the human life. Hence it
supports our ways of living in
this world, our efforts to under-

stand the meaning of it and all
that surrounds us.
Even though there are similarities between museum work
and work that promotes wellbeing we still need persistent
action to establish methods
for well-being work. We have
to stop and ask what can museums offer and what can we
expect from them. How much
should the know-how of a museum professional include?
Self-reflection is demanding but
necessary if museums want to
build interactive relationships
with their visitors and to answer to the changes in the society that have become evident
in the working life.
Elli Liippo
Art instructor
Aboa Vetus & Ars Nova
Turku, Finland

#2012IAM “where is social impact - sitting on the floor with visitors or working with partners as a strategic political operator?” @MirandaStearn
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For me personally, the most
important thing in the It’s All
Mediating conference was the
idea of common and shared
purpose of all curatorial work
done around exhibitions
Curators are one important
link between art, audience and
artists. But only one—there
are also other kinds of mediators. The skills, work and energy of all these mediators serve
equally both sides. I had the
possibility to talk in one of the
conferences case study sessions about the exhibition concepts and practises in Rauma
Art Museum.
Rauma is a seaside town of
approximately 38 000 inhabitants in south-western Finland.
In a small town and a local in-

stitution, working very often
as the only curator, there are
no possibilities or resources
to separate the curatorial and
pedagogical sides from one another. In Rauma Art Museum
we have developed a concept
of exhibitions consisting of
(mainly) Finnish contemporary
art that is targeted for special
audiences. The target groups
are children and young people visiting museum with their
school classes and kindergarten groups.
In our case, this is the best
possible audience. The target
group inspires and challenges the curator. As visitors of a
contemporary art museum the
children are open minded, curious and capable of interactive working and creative discussion. When you manage to
create a relationship between
this particular audience and
the museum, you can hope
that the relationship will last
very long, almost one hundred years at its best! By looking into children’s eyes you can
see the future.
In my personal curatorial
work within this exhibition concept there are certain themes
and ideas that I try to follow:

Authenticity of Art
The art works shown in these
exhibitions are not firstly and
explicitly created for children.
Instead, the curatorial work,
the choice of works, is done
with the target group in mind.
There can be some modification or adjustment of works to
make them fit the venue, situation or space. However, the
main idea is not to make different art for children but simply
to show art to children. That is
why these exhibitions do not
often include totally new art
productions.
We Share the World
Very often themes in these exhibitions have been connected to ordinary everyday life—
it makes the exhibition easy
to relate to. Also art that deals
with larger environmental, ethical and global issues with different kinds of meanings and
viewpoints is included. Works
should be discussed in many
levels and linked with information that is interesting to
all age groups. Through art it
is possible to talk about opinions and viewpoints and there
is never only one right answer.

#2012IAM Whose knowledge is valued & whose knowledge is facilitated? Who’s knowledge is simply enjoyed? @AliciaBruce

Everybody Can Talk about Art
Maybe one of the most important things is that visiting groups are always accompanied by a guide when going
around the museum. The exhibition tour starts with questions: Have you been here before? What kind of art have you
seen here earlier? Orientating
or landing into the art world
happens by sharing memories.
Talking about art starts already
in the first room. The guide is
not necessarily an art professional. She or he may have another qualification or has been
unemployed for some time.
The guide persons are very often involved in exhibition installing and working together with artists. They often get
to know the artists personally and they become part of
the exhibition production. The
guides are not required to do
extensive research or to collect
background information about
the art. They are coached and
prepared for guiding as they
are taught about the contents
of the exhibition. The personal connection with the artist
makes it easy to relate to the

artworks and talk about them
during tours. Tours with these
“unprofessional” guides give
a chance to explore and discuss the meaning and content
of the works in a basic level.
Exhibitions often include artistrun workshops where the same
guides assist.
Experiencing the Museum
The art works in these exhibitions are often spatial, interactive, narrative and phenomenal. Experiencing the works
with many senses, not only
seeing, is one of the curatorial aims. The installing plan is
always made keeping in mind
how the guided tour will go
around the museum. There
should be a possibility to create some kind of a logical and
dramaturgic story.
Attracting More Audiences
How to get even more children,
and maybe also adults to visit the museum? After the tour
with the school, many children
come again with their friends.
They know that the museum is
free for children and they want
to experience more. Some of

them come several times, and
some even manage to get their
parents or grandparents to see
the exhibition, too. Then children who have participated
in the guided tour can act as
guides themselves.
One starting point and practical reason to develop this exhibition concept has been the
problems of small provincial
museum—the lack of audience
interested in contemporary
art. Limited resources are also
the reason for practical choices like working with guides
who are not art professionals. Nonetheless, our aim is to
work with this method towards
a better future. We wish to increase awareness and to make
contemporary art attractive for
larger audiences locally. Hopefully we will have more active
adult audiences in the future.
Exhibiting contemporary art
can be possible and successful
even in the periphery.

Henna Paunu
Curator (Rauma Art Museum)
President (Finnish Society for Curators)
Vice President (Pedaali)

s
w
e
i

v
r
e
Int he
e
t
c
n
t
a fere
con

Pirjetta Brander
Visual Artist
Of course all artists are different. I completely understand
that some artists only want to
complete a work and then hand
it over to the exhibition architect and curator. I often do it
too. But it’s always a dialogue.
Then again, it’s a dream come
true to realize this exhibition
exactly like I always wanted.

Béatrice Cofield
Vice-president and founder
of young masters of arts
association, France
We have a problem of defining the role of artists, educators and curators. You need to
have, I would say, all of the
three qualities. For example
the curator has to behave like
an artist to understand what
it’s like: besides being a curator and an educator he or she
has to be creative. And an artist has to do the same and an
educator has to do the same. I
think in this triangle each member has to choose a dominant
colour to understand his or
her place and role in the world
and then there is no conflict. I
think we belong to a fascinating time where by asking ourselves these questions we can
indeed talk about this sharing
of creativity, and solidarity—
about the positive elements
of mankind really, brought
through art. It’s not exaggeration that the world can change
through art but these roles in
the triangle have to be defined.

#2012IAM “What’s the difference between an activist & an artist?’ an artist might get paid!” @JohnnyGailey

Helena Sederholm
The idea that we have to be
able to criticize the silencing
effect of solidarity inspired me.
Everyone agrees on the good
stuff and no one questions anything. It is quite dangerous. I
started to feel that, yes, art still
has many opportunities to exist somewhere else than within
the institutions. Now I feel that
we are on a borderline, that
something is changing, that
also in art education we will
adapt similar ways of thinking
as there are in contemporary
art. It was great to notice that
mediating still equals living and
acting on a borderline. Without
disapproving workshop activities we can see something new
in the horizon. I am fascinated
by the thought that art is not
only theory and self-expression
even though they are an impor-

tant part of art education. I see
that artistic thinking and artistic methods—for example interventions outside art institutions—are what is needed and
what we need to apply in other areas of life and not only in
art. We have seen exactly this
happening during the conference. Offering tea and food is
a useful way to attract people
to work together. In situations
like that, art and life are not
separated from one another.
I do believe that if art education considers societal connections in a broader scale it will
guide people toward art because they will get interested.

#2012IAM 6m people in UK, some 700,000 work in the cultural industries: artists, museum workers, educators, etc... We are the cultural 1% @JohnnyGailey

Liz Whitehead
co-director of Fabrica
Gallery, Brighton, UK
My organisation is a small organisation. To me, it seems
that these questions come
from the large institutions
where I can see there are big
enough teams to have a department for education and a
department for curation. But
there are many cultural organisations in Europe that are
small and it’s not practical to
have these departments, there
is not enough money. There are
people who are working across
curation and education and
so these are integrated by default. So, are we really talking
about something, which only
exists theoretically because of
finance, because of good will?
For professionals working in
the sector it’s not really a problem, we already have an integrated practice. That’s my
question for Friday morning.

Maria Malmberg Wallin
Art curator, pedagogical
curator, Bror Hjorts Hus,
Sweden
Coming from Sweden, I also
work in a small museum and
we don’t have those different
departments but still I think
that we are very divided into
different roles because we have
so much to do! I’m an art educator: I work with groups, with
children and also adults. And
that takes up to eighty percent
of my time, just meeting people
and talking with people and I
love doing that. But I also have
this ambition that once a year
I’m a curator for an exhibition.
For me the problem is also how
to share those roles in a small
museum. How it can be done,
because it has to be done. You
can’t really have those divisions because you have to help
each other and be creative together. I think it’s impossible to
be creative on your own, you
have to talk to someone and
to share ideas. There is a division, I think, but not in the
same way as in the large departments or museums.

#2012IAM What will happen if education stops serving curatorial needs? @KaisaKettunen

Hannah Kruse, Berlin
It’s important to me to show
and to create an open process,
to make it clear where everyone’s standing, where people
are coming from… Trying to
make the environment open,
to bring our own interests and
values to the forefront and
likewise listen to other people’s values and ideas. To create access to artworks. It’s always fantastic to go over and
beyond the artist’s intention,
actually to get other ideas and
influence—not quite creating an
artwork—but giving it a more
rounded picture. About learning itself if you teach at the
university or in a programme
the most productive learning
and the most successful learning happens when people start
doing it themselves. Projectbased learning, I think that’s
the only way to learn, or that’s
the way I prefer to learn.

#2012IAM Sally Tallant inspiring talk. “I resist the tensions between curators & educators when there are much bigger questions at stake” @AliciaBruce

Julia Koch
trainee at the Helsinki City
Art Museum, University of
Hildesheim
The experience that I have now
is that when you work in the
gap between art and the audience, your position is not that
you have to know everything,
that you have to say what they
should or shouldn’t know. It’s
not about that at all, but it’s
about these bridges you build.

Raquel dos Santos Arada
head of education in a
cultural centre in Lisbon
I feel that we really need more
practical work. We need workshops, more places to meet
and talk about our experiences,
to be with each other. The auditorium is not the best place
for this sort of communication.

#2012IAM Sparkling eye syndrome? Do educators really have this? I think many of us are here to be self reflective & self critical. @AliciaBruce
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It’s All Mediating conference aroused lively discussion around art mediation and
provoked both new insights
and some contradictory approaches. We briefly examine
connections between material collected during the conference—interviews and discussions—and the keynote
lectures. We will approach the
outcomes from two points of
view that were debated during
the conference: roles of the curator and educator, and “social
impact”. We reflect on the dis-

cussions and the current context of art mediation in Finland,
which has recently started to
define itself quite strongly. It’s
All Mediating conference with
its international perspectives
and well-positioned speakers also played a part in this
development.

I’m interested in the roles of
artists and of audiences as mediators--moving beyond the curator/educator dichotomy...
Conference Feedback

of “curator” and “educator”.
Approximately one third of the
participants in the conference
were educators or educational curators and one fourth defined themselves clearly as curators.[1] The rest were artists,
academics, directors, freelancers and students. In practice,
the conference had a distinctive emphasis on art education. During the two days, issues that were mainly related
to education and mediating
were raised. Both curatorial
voices and the position of artists as mediators were of lesser attention in the conference,
which was also mentioned in
the feedback. One of the reasons for this might be the educational background of the
organising team, and the fact
that the unstructured curatorial field in Finland has just begun to take its form.

As a starting point, there was
a strong need to reflect on the
professionalization of the field
and the relatively new titles

The situation of going to another country and being away
from what you did before, it
makes you so thoughtful. You

ROLES AND VALUES,
EMPOWERMENT AND CRITICISM
Would be good to look at the
theme of the congress also
from the “other” side, meaning
from the curatorial side. Now
the outcome was somewhat
curator-hostile at times.
Conference Feedback

rethink everything. What I liked
very much of the statements
was the question of who teaches and who learns and how
this can be turned around and
how it’s important to deal with
in art education.
Julia Koch, trainee at the
Helsinki City Art Museum,
University of Hildesheim
Under the theme Negotiating
power and professional positions, Jane Sillis asked in
her case study session “Are
Educators Cultural Leaders?”
and reflected on what barriers prevent this, institutional or individual. The fact that
Sillis’ speech struck a chord in
the audience shows that there
is a need for discussion about
power relations of the curator
and educator. In the informal
discussions, these professional positions and the need for
collaboration between curators
and educators were repeatedly emphasized. Planning exhibition content and educational programmes in cooperation
seemed to be a common practice in many museums and institutions already, even if the

execution differed greatly between institutions. The questions remain, who has the
power and is there an imbalance of power? What kinds of
future museums are built in
cooperation?
In the auditorium space, to
accompany all the keynote
presentations, there was an It’s
All Mediating Twitter screen,
which enabled the audience to
tweet their comments whenever they wanted. The presentation by Valérie Lagier seemed
to awake enthusiasm and such
citations were sent to Twitter
as she spoke: “I can make my
own mistakes! — Let’s take responsibility on the things we
do! And not be afraid of failing!” -- “Who gives permission
when we exercise our right to
fail? More chat about the power struggle in arts” — “The curator/educator is an endangered species”. Valérie Lagier
is an example of the assimilation of curator and educator.
One reason for why the roles
of curators and educators may
change and maybe even merge
is participatory and socially engaged art, which is artist-driv-

en. This might lead to new
kinds of power positions.[2] Although the artist-driven strategies were not in the core of discussion in the conference, e.g.
Johnny Gailey also spoke about
projects on participation in his
case study.
Another very inspiring example of a participatory strategy
came from Johan Lundh and Aileen Burns whose case study
was about Curating (Post)Conflict in Northern Ireland. Lundh and Burns are co-directors
and curators at the Centre for
Contemporary Art (CCA) in a
city with a naming dispute,
Derry or Londonderry. The tensions between Irish nationalists and unionists are everyday
reality that can easily have destructive effects on the younger generation who should
break the pattern. The situation urged the curators to ask
themselves: How to save these
kids? They have attempted to
form a completely new relationship with the audience. The
audience has membership status; people have power to decide on the direction of the organisation. CCA hosts different

#2012IAM educators as leaders, what barriers prevent this? The institution or individual? @LesleyHepburn

learning platforms, also online,
where the members can for example suggest things that they
would like to see, learn or know
about, after which CCA facilitates it. In addition, the whole
city is considered a gallery.
COMMENTS ON MUSEUM SPACE,
PARTICIPATION AND SOCIAL
IMPACT
Adela Zeleznik posed the question, can one be political and
mediate at the same time. From
the point of Carmen Mörsch
and Nora Sternfeld for instance,
this would be the ideal situation. Being political means also
being critical and self-reflective. The educator empowering
speeches of Sillis and Lagier
mainly provoked positive comments and attention, whereas
the critical position of Carmen
Mörsch created more debate.
She had seemingly anticipated this, since she started her
speech by giving the audience
beautiful but poisonous flowers, lilies of the valley, bought
from a street beggar.
Nora Sternfeld’s position is
from the same critical German
speaking tradition as Mörsch’s.
As a first keynote speaker Sternfeld started the conference
with the examination of edu-

Johan
Lundh
& Aileen
Burns

cational and curatorial practices as strategies in which contradictions can be addressed,
and of exhibitions as spaces
of negotiation and action. Her
speech was very much liked
in the feedback, and was not
considered as provocative. The
more critical approaches of
Sternfeld and Mörsch seemed
also to resonate with people
and the discussions continued
in the hallways.
Many speakers and participants in the conference, including the keynote speakers, demanded more dialogue
about and within the museum space. Dialogue is needed
not only between professionals but also between the public and the artists. In an email
interview we conducted, Lindsey Fryer mentioned that using
museum and gallery spaces in
unexpected and creative ways
and having more transparency about how museums and
galleries work could open the
space for more groups of people. There is a need to question
the fact that museum visitors
are often viewed as customers
and consumers as oppose to
content creators. Do to people
have and how could they have
a say in what museums exhibit

and what kind of activities they
enable?
For Nora Sternfeld, museums and exhibitions are first
and foremost public and democratic places. When it comes
to attracting more audiences,
Sternfeld raised the question
of what kind of audience does
a museum have, what does it
want to have and what kind of
audience it produces. According to her, when we ask for
more participation there is a
danger of creating pseudo-participation. For example, when
museum is the one asking all
the questions and the public
only answers, no real participation or dialogue takes place.
“Why would we think it is democratic to put a tick on a question that nobody posed? So
how could this place host the
public so that the public would
want to use it?”
More action. Everyone can
google all the things we heard
at the conference. Participating
in pedagogical action would
have been better.
Conference Feedback

It’s All Mediating IN LOCAL
CONTEXT
In Finland, most often professionals of either art history or
art education share occupations in museums. Specialised
study programmes in curating are a very recent addition
to the Finnish university field.
Two curatorial MA programmes
have been established in the
capital within a couple of years.
CuMMA (Curating, Managing
and Mediating Art) was founded
in 2010, and in 2012 the Praxis
programme was launched at
Finnish Academy of Fine Arts.
This development has encouraged recognising and debating
the role of the curator.
As was recognised in the
planning stage of the conference, curators and educators
in museums work under constant economic, social and political pressures. They have to
bear in mind the expectations
of various stakeholders; artists, academia, funders, audiences and managers. How
do these demands affect the
work in museums? The effects
of this trend to the content
of exhibitions and other productions are a significant concern. This seems a good time

for the emerging professional
discourse that creates a critical
counterbalance to the economic strains. Even if recognised in
the conference, these issues
were not formally discussed in
depth.
In hindsight I wondered why
the conference wasn’t more
political. I consider good mediation to be political, and wondered, particularly in times
with severe budget cuts, and a
right or conservative turn, why
this wasn’t voiced collectively.
Conference Feedback
Sally Tallant stated in her presentation that she resists the
tensions between curators
and educators when there
are much bigger questions at
stake. These bigger questions
seem very relevant in today’s
context in Finland, too. The
radical changes in the economic sustainability of the cultural institutions are of major importance and they affect both
the displayed content and the
working circumstances of curators and educators. As the
discussions during the It’s All

Johnny
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Mediating conference highlighted, there is a lack of smart
solutions of dealing with budget cuts from the public sector.
These pressures increasingly
affect art educational practices
in Finland, too.
From the perspective of the
four discourses of gallery education introduced by Carmen
Mörsch it seems to us that
there is a distinctive pressure
of using reproductive methods
in order to gain more audience.
This might be something that
the practitioners are not even
aware of. And like Lindsey Fryer formulated in an interview,
museums and galleries are
more and more accountable
in terms of funding when it
comes to what they collect and
exhibit. Currently they present
the values and choices of people in power and people trust
“experts” to make choices.
What if the museum does not
have the power?
The conference proved that
the strains mentioned above
are somewhat common for
everyone—regardless of occupational titles or geographical positions. Kaija Kaitavuori
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