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This article analyses the role of the freelance atwr in a contemporary art exhibition. The
first part of the article conceptualises the notiaf the modern curator and surveys the categories
of curators. The next part of the article surveyiet potential models of curation. There are 7
models of curation distinguished: self-reflexive, sampling”, traditional, decentralisation
curation, virtual curation, art-curator, collaborate — curatorial platform. The third part
describes contemporary art exhibitions. The catagation of exhibitions may vary; it can be
based on duration, the number of participants, etelowever, the concept of a “potluck”
exhibition does not exist anymore. An exhibition msanaged with the help of the curator. The
fourth part analyses the activities of an indepemdecurator in an art exhibition based on four
stages of the project: preparation, planning, impientation and evaluation. There are main
tasks for the curator to perform distinguished iraeh stage. The final part of the article analyses
the insights of the curators and derives the formaudf successful curation.
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POJIb HE3AJIEXKHOI'O KYPATOPA Y ITIPOBEJAEHHI BUCTABKU CYYACHOI'O
MUCTENTBA
BiTkayckaiire 1.
Y cmammi nooano amaniz poni HnezanexcHozo Kypamopa 6 npo6eOeHHi GUCMABOK
cyuacnozo mucmeuymea. Ilepwia uacmuna cmammi KOHUEnmMyaui3ye NOHAMMA CYYACHO20
Kypamopa ma eu3Hauac Kamezopii Kypamopie. Hacmynna uacmuna cmammi oocmedicye
Modxcnugi mooeni Kypupyeanua. Icnye 1 mooeneit Kypupysanuna. camopedhiekcuena, " 6iooip",
mpaouyinna, OeueHmpaiizoeane KypupyeaHHsa, GipmyaivbHe KypUPY8AHHA, apM-Kypamop,
KonabopamusHo-Kypamopcoka naamgopma. Tpema uacmuna onucye cy4yacHi XyooxucHi
eucmaeku. Knacughikauia eucmasox moodnce eapitoeamuca, 6oHa Modxce Oymu 3ACHO6AHA HA
mpueanocmi, KinbKicmy y4acHukie mowo. UHemeepma uacmuna aHanizye OiAaAbHICHIb
He3aned)}cHo20 Kypamopa y XyO00dcHill 6Ucmagui, 3aCHO6AHY HA HYOMUDPbOX €MAnax NpPoeKmy:
ni020moeKa, NaaHy6aHHA, 6NPOCAONCEHHA MA OUIHKA. 3AKAIOYHA YACMUHA CIAMmI AHANI3YE
idei Kypamopie i 6ugooumo Hopmyy ycnitHO20 KypUpy8aHHs;.
Knwuogi cnoea. wesanedxicHuil Kypamop, poib He3AIeHCHO20 Kypamopa 6 XYOOICHIl
8UCABYT, XYOOICHS GUCABKA, CYYACHE MUCTEYMEO.
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POJIb HE3ABUCUMOI'O KYPATOPA B ITPOBEJIEHHUU BBICTABKH
COBPEMEHHOI'O HCKYCCTBA
Burkayckaiite H.
dan ananus ponu Hezasucumozo Kypamopa é NpOG6eOeHUU GbICHIABKU COBPEMEHHO20
uckyccmeéa. B cmambe, 60-nepevix, Oaemca KoHUenmyanibHoe NOHAMUE COEPEMEHHO20
Kypamopa u onpeoenawmca Kamezopuu Kypamopose. Bo-emopuix, uccnedyiomca moodenu
Kypamopcmea. B-mpembux, paccmampueaiomca coepementble Xy00xucecmeeHHble 6bICHABKU U,
6-4emeepmolX, AHAAUUPYEMCA OeAMEeNbHOCHIb He3A6UCUMO20 Kypamopa XyO00XdceCmEEeHHOU
évicmaeku. /laromea udeu ycnewinozo Kypamopcmea.
Knwouesvie cnoea. nezasucumuviii  Kypamop, polib  He3A6UCUMO20  Kypamopa 6
Xy00HCecmBeHHOU BbICMABKE , XYO0ICECMEEHHAS 6bICINAEKA, COEPEMEHHOE UCKYCCMEO.

Introduction. Modern curation is a rapidly growing profession ][19he number of
independent curators who want to not only ensuhaeeat course of the project, but also anticipate
the “moves ahead”, increases. They have more “ti@@dhan institutional curators. They become
art managers as well. Therefore, the competitionragthe curators increases; each of them seeks
recognition and maximum profit possible. They sames compete even with artists. According to
Hiller, at the moment the curator has become ‘“iperé” of art which replaces the artist and the art
criticism. Frequently, exhibiting works are morepiontant than the artworks themselves. There are
two variants: either the curator-artist becomeseammportant than the artists and their works (or at
least temporarily pushes them to the backgroundyeates a new product of high quality together
with them [36]. In any case, the curator is no kEmng passive participant in the field of art. His
collaboration with the artist creates a productmely an exhibition which can create an opportunity
to enter the second market of art.

The aim of this article is to analyse the activities of an independenttourduring the
organisation of a contemporary art exhibition.

1. Conceptualisation of the notion of a modern curator

Since the end of the #@entury, the notion of a modern curator has sladeevolve, and it
has been going on ever since. The table “The opsnwf different authors on the notion of the
curator’ (Table 1) introduces definitions of the notion tbie curator. It is noteworthy that it is
possible to find more definitions. Each curatot, @itic and artist names a different possible
definition.

The similarities include the fact that most of thehors describe the curator as a manager. He
organises the meetings between the spectator anpig¢be of art, takes care of the presentation of
works and can be a creator himself. The main diffee is visible in the quote by Ulrich Obrist that
the curator is like a good chef. This means thatdbrator is responsible for everything: for the
quality of the entire exhibition, the organisatiohwork, etc. He must be creative. Here one can
remember the quote by Kreigythat a curator is a generator of ideas who degelop idea and
vision together with artists. A curator helps dstit® express themselves. He can be responsible for
a lot of actions. All of this shows that curatorsribt have their strong identity yet; thereforesréh
cannot be a unified definition for it.
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The role of the curator during the last decades e gaining more importance [38].
According to Hopps, curation is not only the intugtion of works to a certain institution; it isar f
more complex phenomenon [11].

Table 1. The opinions of different authors on the notion of the curator

Author, years The definition of the notion of theator
Lubyteé . . .
(2006) A curator is a mediator who enables various costekart to be revealed
Kreivyte First .of all, a curato.r isa generator of idgas wag a certa.in visign and by .
(2006) V\{o.rklng together with artists, develops his owrasland tries to implement this
vision
d‘Harnoncourt] A curator is a man who creates a certain connetitween the art and the
(2006) audience
A curator is an administrator, amateur, authongbiductions, librarian, manager
Szeeman and.a.c.countant, animator., conseryator, financim‘,cﬁplomat. He i_s also an
(1995) exhlblt.lon-make_r. “Som_etlm.es he is the servant,Ms th_e assistant,
sometimes he gives artists ideas of how to prakentwork; in group shows he’s
the coordinator, in thematic shows, the inventor”
Zovierg On the one hand, a curator is also like a creptorided he creates a conceptual
(2012) project; on the other hand, he can play the rolh®imanager of an artist
KlimaSauskas| A curator is the one who takes care of and whoscdssually, the curator cares
(2013) about the organisation of meetings between thetaimea@nd the work of art
gg;z)ObrISt “A good curator is like a good chef”

Source: compiled by the author [10;11;17;24,;37;34;4

Fowle states that curation can provide a platforom realise artists’ ideas and
interests, it must be responsive to the situations which it occurs, and it should
address timely artistic, social, cultural or packili issues creatively [11]. Therefore, the curéan
ideologist; he can find various topics and anatyeen. He performs the work of an artist-analyst.

Usually, there are two main categories of curators:

0 Independent curators (IC). They do not work in specific institutions. Thesfimn of an
independent curator is usually related to the motbthe free creator formed by the avant-garde
movements. They collaborate with galleries, fundingtitutions, etc. [10]. Therefore, they are
mediators between art institutions and artists.efrashdent curators are frequently engaged in
independent activities. They curate what they veartt what they like. They participate in various
art projects;

o Ingtitutional curators. These are curators working for specific gallerimsiseums, etc.
They are dependent on the policy carried out byirisgtution, and they represent it. Therefore,
their creative freedom can be slightly limited [10he role of each curator in different museums
[1] or any other institution is different.
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In conclusion, currently, the curator is not onlgustodian and supervisor, but also a kind of
creator, art critic and manager. He can be resptenfor a lot of actions. Independently from the
curation categories, curation is at the momentragsahe art industry.

2. Modelsof curation

Szeemann is considered to be the first indeperaeator and the pioneer of many models of
curation. He introduced a hundred-day event inst#fathe usual model of the exhibition. He
organised various performances, etc. He recogmsedart forms which had not been recognised
before.

Szeemann initiated an exhibition which turned degglinto a studio. The artists invited to it
produced installations and actions that extende¢al tine streets of Berne. More than 70 artists
participated in it. The curator recognised sucim®of art like earth art, concept art, anti-forna an
arte povera[11]. There is a particular model of curation, whhe curator establishes a studio in a
gallery and enables the artists to create, anavtitks be spread to the streets. It can be saidhbat
curator becomes a sort of manager and the hokedestival because a lot of artists participaid an
their works are “connected”. Therefore, the usuatleh of the exhibition, where the exhibition is
temporarily placed in the museum, is thus chandée. curation practice starts to focus on the
concept of exhibition-making as an ongoing prodé4$. Thus, Szeemann introduced a hundred-
day eventDocumenta 5which was an exhibition/live project. He organisgerformances, an
installation, where several artists were workingane space. He invited artists to introduce
museums and political views, and published a cgtedd6]. In the next exhibition, the curation was
themed. He organised a themed international groiybgion Aperto [11]. In this scenario, the
curator provides the artists with the topic, anel &itists create. The field of curation becomes the
field to study arts.

There are various models of curation. Several eftlare introduced in Table 2.

The table shows that curators can choose diffevayt of curation. A frequent model is that
of an Artist—curator. The artist performs not othlg function of the artist but that of the curader
well. According to Wade, the artist is the firsbgucer, and the curator is the second producer [5].
If the Artist—curator model is used, the artisths first to perform his function, and the roletlo
curator is undertaken by him afterwards. He rems#iescreator and the producer all the tirAe.
the same time, other models of curation can be.used

The Self-reflection model requires active curatlmecause the work of the curator is not
limited to the theory; he initiates and assessethjects as well. It is not enough for him tadpa
the works for the exhibition and supervise thenit &sthe case with the usual mode of curation or
the sampling, where everything is sampled. Allto$ is included into the Self-reflection model as
well as the beginning or a part of curation.

It is noteworthy that curation can be virtual adlwere are virtual galleries, museums, etc.
This model can supplement other models by creaofdjtional benefit. This new model can be
referred to as decentralised curation becauseigncdse the art community participates in the
development of the exhibition and decides whatxfoilet rather than leaving this decision to the
curator or the institutions. Therefore, centralisedation can be distinguished, in which case the
opposite happens: curators and institutions deglts to exhibit.
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The table can be supplemented with a project manege model because the curator
undertakes project activities as well and prepaeesporary exhibitions. The curator bases his
activity on the stages of project planning: prepam implementation and evaluation [23].

Table2. Models of curation

M odel Definition

In working between theory and practice, the curat simultaneously
Self-reflexive | initiating, supporting,
disseminating and evaluating projects (Fowle 208)7:1

The curator “samples” works, actions, and ideastaim)s (Fowle 2007:16

“Sampling” 17)

Exhibition is a temporary museum. The curator dméygs the works and

Traditional | ¢\ hervises the exhibition (Fowle 2007:14-15).

Decentralisation | The community decides what to exhibit. The audieiscewvolved into the
curation development of the exhibition (Konecki 2014).

The curator works not only with real works of artio the gallery but on th
internet as well. He curates internet works as (Rl 2006).

D

Virtual curation

=

The roles of an artist and the curator are merdée. artist is the curatc

Artist—curator )
(Birchall, Mabaso 2013).

Co-curating takes place. The gallery creates eertanditions which bring
together the ideas of many people (co-curatings like co-production, only
in the field of curation (Birchall, Mabaso 2013).

Collaborative —
curatorial platform

Source: compiled by the author.

This model can involve a management model becass#é,has been mentioned before, the
curator is a manager as well. What is more, prejeghstitute a part of management. Therefore, the
following tools can be distinguished:

Budgeting;

Marketing;

Project management;

Negotiation technique;

Administration of resources;
Communication;

Management of conferences/events [3].

The models of curation can include the featuresroéxhibitions and their features as well as
types of venues because curation is interconneatbdhe features of exhibitions.

In conclusion, there are various models of curatiand more of them are created and
discovered by curators each day. Moreover, curatansuse more than one model. Each curator
creates his own model of curation.

3. Contemporary art exhibitions

Art exhibition is a temporary or a permanent eva#ttacle during which the works of art are

introduced to the public, etc. Table 3 introducessible categorisation of art exhibitions.

O O 0O 0o o o o

-10 -
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Based on this table, various categorisations of exttibitions are possible. Permanent
exhibitions are usually placed in art museums bhey tan be temporary as well; a certain part of it
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can be moved temporarily for exhibitions in otherssums and galleries.

Table 3. Categories of art exhibitions

Definition

Based on
the
duration

0 Permanent: the same exposition is exhibited all the time. Brluns of this
kind usually take place in museums which are desigior the works of arnt
created by one or several artists. These are ysengblositions of works by dead
and distinguished artists. These are usually statyexhibitions.
o Temporary: exhibited/presented for a particular period afdi(from severa)
hours to several months or years), travelling exbis.

Based on
the
venue/space

o Virtual space: the sight/works are exhibited/introduced on wedssitvirtual
galleries, museums, etc.

0 Special space: the sight/works are exhibited/introduced in sggaspecifically|
designed for it: spaces in galleries, museums, béidm halls. They are
traditional.
o Publicly accessible places. the sight/works are exhibited/introduced in npn-
traditional places: abandoned buildings, city sgeaetc.

\374

Based on
the number
of
participants

0 Personal: introduces the works of one artist.
o Group: introduces the works of several artists. It canabint work by,
several artists. It is noteworthy that since the en1980s, group exhibitions haye
become the field of experimentation for the cumtdihey can be international.

Based on
the volume

o Small exhibition: only one exhibition is exhibited at once.

0 Large exhibition, a festival: several exhibitions are exhibited at the same

time. The following models/types of great exhihisocan be distinguisheg:
biennial (every two years), triennial (every thigEars) and quadrennial (every
four years), etc. The main feature is that more thiae exhibition takes place |n
one venue, and all exhibitions start at the same.tin festivals, the expositions

can be exhibited in various places and they areeo¢ssarily opened at the srjtne
time when the festival opens.

Based on
the purpose

o Commercial: works of art are analysed by art enthusiasts. diheis to
attract buyers and sell the works of art. Varioaissf exhibitions designed for
selling art.

o Non-commercial: accessible to the society. The aim is to reveatalent ofL
an artist, his abilities and to preserve the expwsi It is designed for a wid
audience, its purpose is rather more educational.

Source: compiled by the author [13;22;28;29;31;35].

Exhibitions can be personal and group ones, sewtists can participate in them. If the

artists are not from the same country, the exloibits considered to be international. Therefore, th
categorisation of local, national and internatiogtibitions is also possible. They can be small an
large ones. At the moment, the number of largel®tibns and festivals is increasing. One place
usually gathers more small exhibitions. It can &iel shat exhibitions can be commercial and non-

-11 -
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commercial. Art fairs whose purpose is to sell als®o considered to be commercial exhibitions.
They can be considered as large exhibitions as Wéltourse, large exhibitions can also be non-
commercial as well as educational and either coroiaenr non-commercial ones. Each exhibition
can be distinguished on the basis of various caiegydt is noteworthy that the exhibitions can be
further categorised on the basis of topics, theaibjexhibited, etc.

When preparing exhibitions, certain spaces are.udwsele are two main types of art spaces:

0 White cube: the works are exhibited in a white space. Thekwadfrart is domineering,
“[elevating] the ‘autonomous object™ [11]. It isrgeutral, impersonal environment. It is developed
in the modernist period as the ideal space [40].

o Black cube or “the black box”, when the works of art are dxit&d in a black, dark space
[4]. This type is usually suitable for using prdjeas.

These spaces are becoming traditional. Nowadalger spaces are used; they are not neutral
and dictate a certain position. Usually, the waoksrt are introduced in public places, e.g. town
squares.

According to Vitkiere, ‘potluck’ exhibitions can no longer be imagined the spaces of
contemporary art, where everyone brings sometliag have created. It is not interesting, relevant
or problematic [38]. It can be said that in thisagd, the curator emerges and with his help the
exhibition is managed. He can find various topaglyse them and introduce them to the society.
Also, the curator can help the artist to find tlestowvay to introduce his works of art. The exhditi
becomes a way for the curator to introduce hin2&i.

The notion of contemporary art is gradually undmdtsimply as the practice of exhibitions.
Therefore, it is increasingly harder to separagertiies of the artist and the curator because éttser
no longer an ‘ontological’ difference between makiart and displaying art. In the context of
contemporary art, to make art means to show thasgart” [14]. There is no difference between
creating and exhibiting art. Only by analysing therences between the standard and the usual
type of an art exhibition and art installation jtipossible to distinguish between the creation and
exhibition of art.Usual exhibition: the arts of objects are placed in the space megath other
and then viewed one after another. The visitorhefexhibition are as if in the street, where they
look at the houses on the left and the right safabe road. The body of the viewer is left offside
The venue of the exhibition is an empty and neuitddlic space; it is a symbolic property of the
spectator. The works of art can be arranged inyatha would make them more accessible to the
gaze of the viewer [14]. It must bring a certainssage and communicate it to the visitors. An
important role belongs to the design of the extuhitrather than the works of art themselves. The
colour, lighting, material, etc. affect the roufecommunication to the visitors. Design is impottan
in each exhibition, especially in the contemponasyal culture [7].

Art installation replaces the function and the role of the spaed € the exhibition. It is a
“symbolic privatization of the public space of taghibition” [14]. Its basis consists of the space
itself which becomes a part of the work of art.téfiation involves everything that is in the space
[16]. Even the visitors present in the installattmmetimes become a part of the art themselves.

The main difference between an installation andwmabexhibition is the relationship between
the visitor and the space of the exhibititmthe usual exhibition, the visitor is “the owneHe is
left alone for the encounter with the works of ant.the installation, the opposite is the case. Its
character shapes the community of participants tlaaadwner of the exhibition is the artist [14].

-12 -
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There can be four models of exhibitions distingacB2]:

o Exhibition as an artefactdisplay: the works of art are at the centre of the abentThe
original works are shown in the best position passiThe pieces of art for exposition are selected
responsibly. It is thought that tlatefact speaks for itself. This model is usually used xbilet
globally renowned works of art, e.g. the paintiogsated by da Vinci, etc.

o Exhibition ascommunicator: the main theme of the exhibition at the centratté#ntion. It
is noteworthy that all exhibitions have their ovinerine. However, when the idea must perform the
most important function in the exhibition, theefactsare surrounded by “contexts”. Artefacts are
selected in terms of their ability to convey andrgdhe message. They do not have to be unique;
they can be recognisable things, copies, etc. Tost important thing is the idea rather than the
artefact

o Exhibition as an activity: the behaviour of the visitor is at the centre tiértion. It
includes (non)touching of works, creating, etcdh involve more interactive exhibitions where the
participants are involved into the exhibition.

o Exhibition as an environment: the visitor receives certain experiences from the
environment.

However, this does not mean that only one model banused for an exhibition.
Contemporary art exhibitions usually employ severaven all of the models at one time.

Usually there isan exhibition inside the exhibition. The exhibition of an exhibition is
considered a work of art [29]. This is characterigif large exhibitions since a lot of small
exhibitions make one great exhibition. The curatarates the whole exhibition and the parts
thereof, that is, the other exhibitions, by alseirgg freedom to the curators of these exhibitions
(provided the artists have their own curators). €amtor usually pays attention to the entirety of
exhibitions.

In conclusion, the exhibitions of contemporary ae no longer the introduction aftefacts
to the public. A very important role is taken by thhesign of the exhibition and its other parts that
are managed not only by the artist but the curasowell. The finality and reticence of the work of
art are no longer obligatory. The exhibitions da have to be conceptually complete. They must
measure the development of art practice, challémgartists and involve the visitors.

4. Theactivity of afreelance curator in the contemporary art exhibition

Collaboration between the artist and the curatsulte in an exhibition [10]. The increasing
number of various art exhibitions is evident. Tiisans that an increasingly more important role
belongs to the curator. Curators become managdassnd longer enough for them to find an artist
and exhibit his works in a gallery. ICs must finobusces of funding themselves. Only they are
responsible for whether the project will be impleneel and whether they will get a salary. Curators
must form their own strategies of curating: staytirom the artists, the search of funding souroes t
the placement of the final product in the art magsa its introduction to the society.

Kendzulak compares the work of a curator with therlkwof a film director because the
curator must oversee the production process, bentgd and work with other people [18]. It is
noteworthy that the curator does not creataefactbut helps to create the exhibition, etc. The
work of a curator could be best compared to thekvadra film producer who is also a creative
producer.

-13 -
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The greatest attention falls on the artist. Thatmurcannot compete with the artist he curates.
Of course, artists like invisible curation becaitsaakes them think that it is all of their own dgi
rather than the result of difficult factors [15]otever, the role of the curator must be evaluaged a
well. The artist must understand which merit bebotyhim and which is that of the curator. It is a
part of the team work, where all members of thentearform their tasks.

Curator is in a sense a propagandist because hsschscovers, documents and exhibits
ideas of art. A curator has a good taste and krayel®f the public. He must take an active interest
in artists, their work and, of course, analyseftimes of exhibitions [11].

There can be various strategies of curation; iteddp on the volume of the project. It is
noteworthy that art policy in the country, the ches of the art market, etc. have certain influence
on curation. Therefore, the strategy of art curatiepends on external factors. However, this articl
will not take this into consideration as the masportant thing here is to distinguish the duties of
the curator in the exhibition.

As a representative of each institution, the IC iasduties as well. Dewar distinguishes the
main duties of the curator:

o To articulate the conception of art and how it barintroduced to the society;

o To help the artists to implement their creativeaglantroduce artists and their works.

0 To be a mediator between the artist and a gallestfution. To take the interests of the
artist and the priorities and needs of the galietty consideration.

o To create the opportunity for the society and thefgssionals to become acquainted with
the ideas of the project and art by organising l@kbns, public presentations, etc. related to the
project [8].

The work of the curator includes more than the oiggion of the exhibition. He must take
care of promoting the activity of the artist andtiggy him to the market as well as the creation of
his image, etc. However, curation starts from theparation of the event because it creates the
access for the artist and the curator to the socidte IC mostly organises temporary exhibitions
which can be attributed to the category of projetterefore, the activities of the curator could be
defined based on the constituents of art projaeetsgmt in each art project (Fig. 1).

I mplementation

Preparation stage Planning stage stage

Evaluation stage

Fig. 1 Project stages
Source: compiled by the author on the basis of [23]

There are four constituents: preparation, planningplementation and evaluation. These
stages are, of course, usually intertwined. Formgte, the stages of planning usually overlap with
the activities of implementation [23]. The articiall further define the main activities of the IC
based on these stages which should be followetidogurator in order to implement a project or an
exhibition. It is noteworthy that the work of a ator is increasingly being analysed in the media,
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criticised in specialised journals, etc. The curgdecoming the new author. Williams claims that
the inside of the exhibition are frequently broughtside just before the spectator enters into the
gallery. This is frequently the case in the intero@mmunity. The curator should think very well
whether it is useful to reveal everything. Somesintas more useful not to reveal the inside of the
exhibition and to only show what is outside, espiéciwhen speaking about the internet.

In conclusion, not only does the IC organise extubs, it also takes care of pushing the
works of the artist into the market, creating msage, etc. Therefore, the curator must know all
aspects of the curation well.

4.1. The activity of theindependent curator in the preparation stage

There are six main parts in the preparation stdgecurriculum vitae (CV), brainstorming,
scouting, the search for artists, conclusion ofti@mts and planning of the upcoming activity (Fig.
2).

— CV, portfolio

— Generation of ideas
— Scouting
Preparation stage —

— Search for artists

—  Contract with the artist

Planning of future activity:
funding, team, etc.

Fig. 2 Preparation stage

Source: compiled by the author.

First of all, there should be a CV, which is a migtall ICs. It must reflect all curated
projects, awards, education and the most impodspécts of one’s life [8]. In other words, the IC,
just like the artist, should have his/her oportfolio which would reveal not only his works, but the
personality as well.

At this stage, the ideas are generated and theiteditake place before the decisions are
made to prepare the project [23]. The idea canngeto the curator or the artist. If the idea of the
exhibition is shared by the curator and the ariis§ a part of the intellectual curation actidrhe
curated exhibition becomes a work of art which gs@$ a certain phenomenon, tendency or an
event, or it creates a utopia [38]. But first of, #&he IC must perform scouting. It is useful to
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investigate other exhibitions and the topics theglgse. One should not repeat what has already
been done [8]. The curator Pan recommends conduatiesearch on the artists and the audience.
The curator must understand the environment he svorkL8].
Therearevariouswaysto look for artists:
Visiting art exhibitions, fairs and other events;
Searching on various internet websites;
The artist himself finds the curator, sends themfétc. [25];
Based on the feedback in the press, reports,J&¢. [
The announcement of the public selection [27];
Visiting artist studios [30].

Also the curator can look for artists on the basfs recommendations of other art
representatives, use art schools, universitiesaltieady existing artist database, etc.

According to Home, curation is a subjective actwamch is marked by nepotism, but since
curation is usually related to particular financald ideological contracts, artists and their works
are selected on the basis of how they corresporitietdaste of specific sponsors [15]. One can
partly agree with the remark of Home because, aatgrto the business representative:rgis,
some entrepreneurs consider works of art as astiment. However, it has been established that art
is a risky investment because the value of a woktodepends on the fact whether its author is an
acknowledged artist. The feedback of critics frome fplace the work is exhibited in is also
important [9]. The problem noticed by Home can bgoed in all spheres of art, not only when one
wants to receive private funding. However, one essume that a professional IC should be
oriented at his own goals, the meaning of art,siwk to his position and quality standards.

The selection criteria of an artist depend on the concept of the exhibition. The follawv
criteria are distinguished for selection of artists

o Compliance of the works of art with the concepttioé upcoming exhibition that the
curator has [27]. If the artist found the curatongelf, one should take into consideration the idea
of the artist and the “strength” of the concepth&f upcoming exhibition;

o The CV of the artist (projects, exhibitions, awar@shievements, etc.) [30];

0 Feedback from other prominent artists;

o The quality of art works;
o]
o]

©O O O O O O

The trend of work;
Goals and requirements (e.g. the salary) [2].

The curator Obrist once said that good curatiomlves working with a person who can do
something that you cannot [17]. In this quote, ve@ ootice the main tendency that the artists
should be selected on the basis of their abiliaiser than the names of famous festivals they have
attended. The artist must be talented no matteagiee If the curator is capable of doing the same
thing as an artist, he does not need the artistvader, the curator is also to some extent in the
position of the artist; he is like a painter, bugtead of brushes and paints, he uses artistshaird t
works. Connecting several artists can make a fieegpof art.

Jurnait notices that it is very important to become acqigai with the artists and their work.
Interesting things can occur only during a cer@mogue. However, even though curators lead
detailed discussions with artists, they cannot kmowdvance what the final and finished work of
the artist will be. Sometimes artists alter thelea in the course of work. Also it cannot be
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estimated how everything will look in the gallergdause certain aspects like the lighting are not
known yet. [21]. There are various factors that elier the piece of work; it is even harder to
estimate the final product and the way it will lodkowever, the curator must discuss all the details
with artists. If the artist is young, the curatoushhelp with the exposition in the best possibésy w
and explain the effect of the piece of art to thdiance.

As in every art project, at this stage, the workwtl be started from funding sources, the
main activities, the team and the decision whae tgp exhibition it will be: whether it will be a
group or a personal exhibition, an internationahdocal one, etc. At this stage, the curator sthoul
conclude a contract with the artist(s). Moreovke turator should explain everything to the artist
(the funding conditions, political and technicagpests, etc.)

In conclusion, at this stage, the most importaimgths the idea, the concept and finding the
artists. Then, the artist and the curator will decon the entire concept of the exhibition, siga th
cooperation contract and start planning the futtoarse of events. The curator should explain
possible risks and existing circumstances to ttistar

4.2. Activity of the independent curator in the planning stage

The planning stage starts when it has been detidedhe project that has been created will

be implemented [23]. It consists of 8 main parfgicted in Figure 3 “Planning stage”.

—  Budget, funding
— Team

- Venue, time
Planning stage —| Commercial campaign

— Public relations

— Risks

Opening of the
exhibition

| Insurance, prices,
transportation of works
Fig. 3 Planning stage

Source: compiled by the author.

The IC plans all things that will have to be donerder to implement the project. He should
determine what kind of project will be implement@dpersonal or a group exhibition, what is the
field of interest, etc. [8]. Then the budget antinested costs are calculated. In order to cover the
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costs of the exhibition, sources of funding areessary; they may vary: EU funding, local
programmes, various cultural support funds, priva@panies, patrons, philanthropists, etc. It can
be said that all acquaintances must be informeditat® upcoming exhibition, which involves
telling everyone about it because the informattwat has spread by word-of-mouth from a reliable
person sometimes reaches and interests the reastdiBB]. Of course, the curator can use a certain
loan as well [12].

The support can be:

0 monetary;

0 with materials necessary for the exhibition (eeghnical equipment);

0 services (e.g. commercial advertisements in thespre

o “the work without remuneration during the exhibitior during the opening” [33].

If the exhibition is big, it is helpful to find vohteers and work with them. When looking for
sponsors, the curator must have a clear concemthwinould interest the sponsor [33]. Obviously,
the more original and clear is the introductionitsf concept, necessity and the most important
aspects of the exhibition, the greater the chamc® ireceive funding. It is noteworthy that the
benefit must be mutual.

Then, one must start looking for a suitable venhene the works could be exhibited and the
exhibition would take place. Obrist marks that thénibition could take place not only in the
gallery, but in other, unexpected places [17]. Theator, of course, discusses everything with the
artist and shows the venues that have been foumaettr, finding a place takes a lot of time. Each
gallery has its own rules. When the curator arrarige matters with the gallery, the following step
is to sign the contract which foresees all poiimsome, deadlines, promotion, territory, etc. The
curator takes care of the insurance of the worlaofit is particularly important if the works aft
are expensive.

In the contemporary art, an important place is ag the marketing of the exhibition. The
IC has to think about the promotional campaignipesde the audience, target groups, etc. Having
found the venues and set the date for the exhihiboe should start the promotional campaign and
communicate the exhibition to the society. Alsoe tburator must plan the opening of the
exhibition: who will participate, what will be digssed, etc. The curator must also think about the
invitations, i.e. to invite journalists, art crisicetc.

In conclusion, in this stage, the curator plangyhég: from the opening of the exhibition to
its closing. He gathers the entire team.

4.3. Activity of theindependent curator in theimplementation stage

In this stage, the implementation of everything tigs been planned takes place. There are 3
main parts as reflected in Figure 4.

When the process of implementation takes place/igus plans usually have to be adjusted.
There are unforeseen circumstances like, for exantipé need for additional means for the works
of the artist or cases when, during the transgortaa work of art is damaged, etc. It is notewgprth
that the curator should undertake continuous aditnation of the project: “look after” the budget,
manage the accounts, look after the processesogrges. The curator must take care of the
transportation of the works of art and manage tbekvduring its implementation, and when the
exhibition is being prepared in the gallery. Moregwhe curator must take care of the production
and creation of the work of art itself [12].
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When the gallery has been selected and the cortteacbeen signed, it is good to get the
dimensions of the gallery space and make the 3Demadd the sketch indicating how the
exhibition should look like and what its layout sitebbe. If the curator wants the work of art to be
expressive and impressive, it is important to exxhtbaccordingly by managing it and using the
space well [33]; the staging of the exhibition &ywimportant. Each work of art must have the most
suitable place found for it, all of them must beaaged in relation to one another on the basis of
their topic, etc., since the exposition and theioal staging of the exhibition contribute to the
concepts of art and its interpretations [33]. Theator oversees the design of the exhibition [12].

_ Administration of the
project

Implementation

stage Preparation of the

— exhibition/ exposition of
works

Opening of the
exhibition

Fig. 4 Implementation stage

Source: compiled by the author.

An original, suitable exposition contributes to theerall success of the exhibition. Stongien
argues that when exhibiting the works of art, tleofving must be taken into consideration:

0 The size and the interior of the room;
presentation of the work of art;
arrangement of works;
the relation between the space and the exhibitetlsyo
lighting;
preparation for the exposition (tools and matemesessary for good exposition) [33].

In order to exhibit the works, the curator mustambrate with the employees of that gallery
or institution [18]. It depends on the type of #hibition, for example, in case of an installation
the artist will also participate. Sometimes the kgocan be exhibited in the gallery with neither the
IC, nor the artist present. It is then organisedhsycurator of the gallery. Everything depends on
the agreement and the concept of the exhibitionart be said that when exhibiting works of art,
curators trust their intuition and feelings, and thay the space is planned. However, everything
changes by vicissitude and surprises that occuthénvenue when the exposition starts. The
preparation of the exhibition is also educationatenial. The curator learns to assess things in
different situations. The curator is not a passivermediary between the artist and the gallery.[21
Moreover, the curator respresents the public. Toexe he must ensure the publicity and
accessibility of the space to the audience and ptiom of the exhibition. Curation heals the
“helplessness” of the work of art [14].

When preparing an exhibition, it is necessary teehthe following:

O O O O o
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o A work of art with its certificate (name, date @éation, technique, etc.). It is necessary to

check its condition;

The list of works;

A poster;

The labels of works;

Invitations to the exhibition;

A creative biography of the author;

The annotation of the exhibition;

Information for the press;

Insurance;

A contract between the artist/curator and the gall@3].

Moreover, the curator must prepare the texts oniddé[12]. The curator must think of the
materials that will be used to make the descripsonit would match the design of the entire
exhibition, i.e. whether the materiality must sayngthing or should it be neutral and convey only
what is written. It is said the annotation of théibition and the description of the work of arear
very important. The description of the work of imtroduces the justification of the idea, techriqu
and the message that is intended to be conveyad #iwworks of art and the artist himself to the
audience. The annotation must include deeper itssigherefore, they must be written by an art
critic who would provide a reasoned and wider st and social context of works, etc. The
article should be posted before the opening oettebition. Press releases are sent to target group
which would find this information relevant. It ioteworthy that the curator should maintain the
existing contacts with publishers and journali€8][as well as critics and sponsors. The existing
contacts might come in handy in the future whilekirng on different projects.

An important moment ithe opening of the exhibition. The curator and the artists participate
in this event. It depends, of course, on the cistamces; the curator can represent the exhibition
single-handedly. The curator is the organiser f ¢élrent; however, he must take into consideration
the requirements of the gallery or the institutitmilow its traditions and approach to the opening
celebrations. During the opening, direct contact emmmunication between the curator, the artists
and the audience as well as representatives tdlas place.

During the opening, when the visitors are comings useful to have live music playing; the
visitors should be treated to a glass of wine keefotroducing the artists or other important pesson
into the audience [18]. Moreover, sometimes dutirggopening, the curator should take care of the
volunteers, make sure that they would communicate the audience as well, explain the works
and also watch and prevent any potential damadieetovorks. According to Kendzulak, the most
useful time to host discussions between the aréiats the experts is during the week after the
opening because then the interest in the exhibikoat its highest. Also local students and
professors should be involved. It is possible tgaoise workshops and, of course, use the
possibilities provided by the internet, social netks, etc[18]. Williams remarks that continuous
inclusion of the internet turns the curation of kedirons into creative practice and the inclusidn o
the author performs the same function as well [26].

In conclusion, at this stage, the implementatiorewérything that has been planned takes
place. Therefore, the exhibition is organised dm@htopened. The success of the exhibition depends

O O 0O OO O O o o
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on the works of art, their exposition, and commatan between the audience, the artists and the
curator.
4.4. Theactivity of theindependent curator in the evaluation stage

This stage consists of five parts introduced iruFecb.

The IC should pay attention to the number of peogie visit the exhibition throughout the
entire time it is activeln order to find out the opinion of the audiencee @an conduct an audience
survey using certain methods like, e.g., obsermatite curator monitors the reactions of visitors.

The curator, must, of course, also follow whatasted in the press and collect articles about
the exhibition curated. The articles collected t{ieag positive feedback) enables the further
“journey” of the exhibition to other galleries, atues, festivals, etc. Moreover, it is necessany f
the development of the artistfmortfolio, especially that of a young artist. If after thehibition
there are no good articles in the press, the aushitould take care of that and order an articlaiabo
the exhibition and the works featured in it. A dradvantage would be an article written by an art
historian or an art critic. The critique is, of ¢ee, not always positive; therefore, it should be
evaluated objectively.

Research on the
audience

Documentation and the
= catalogue of the
exhibition

Evaluation stage =|  Feedback from the art
community

Collection of works
from the venue

— Further actions

Fig. 5 Evaluation stage
Source: compiled by the author.

The curator must be able to write well and docunikatexhibition appropriately [18]. He
must be able to write a good essay and preparéabbgae and its design for the publication [12].
The publication of the catalogue plays a very ingoar role, especially in the case of large
exhibitions.

The catalogue introduces the exhibition, the adred the event. Monographs written by art
historians contribute to the success of the exbibitand provide the readers with relevant
information about the evolution of the artist. Ttetalogue is seen as a certain educational and
informative measure which introduces the event. ddtalogue considered a guide around the art
fair. All publications introduce not only the atisand exhibitions, but also educate and inform the
society [33]. Moreover, the catalogue is a goocetgp documentation and commercial tool which
can serve for future projects. The publicationha tatalogue is one of the main tasks of the curato
[18]. There are no strict rules defining how theatgue should look like. It depends on the curator
the concept of the exhibition, etc.
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At this stage, further actions related to the eitiobb are planned as well as further
collaboration with the artist is decided upon. Theator settles with the artist and the team. When
the exhibition ends, the curator takes care ofdbiéection of works from the gallery or another
institution.

In conclusion, it can be said that at this stabe, dreatest role belongs to the curator. He
analyses and evaluates the exhibition and collefdsmation from the press. The curator takes care
of the further image of the exhibition, publishbs tatalogue and manages the documentation. He
also takes care of the collection of works from gadlery and starts planning the future of the
exhibition.

5. Factors of success of independent curation

The IC must ensure smooth implementation of thgeptcand foresee future actions. The
guestion that occurs is namely: which aspects laartost important to take into consideration in
order to become a successful curator? The ansvike tguestion can be found in the Table 4.

Table4. Therulesof art curators

Author/

Rule
curator

RoselLee | The curator must know the history of art. Curatiocomes from the deepeér
Goldberg | knowledge, the expertise of art, culture, politisi@iation and the history of art.

Jens The curator must have a vision. He must know wieaivhnts to tell the society.
Hoffmann | The vision must be greater than the exhibition.

Marc and | It is necessary to collect the best artists thatld/oaise the bar. The important
Sara Schiller| role belongs to the quality of the works of ansdrti

It is necessary to have specific, particular g@ald a strong inner impulse apd

Martha Otero drive. Galleries take pride in collections whichintain their value.

Curator must respond calmly to everything. The @am®mes when he does not
care for it. The work and how to do it should berenionportant than career.

It is noticeable that curators of contemporarydarinot have original ideas. They
must support artists and create the context far itheas. The role of artists is fo
Matthew | create the most original and exceptional worksrof Ehe artists have the entire
Higgs power in the world of art, and not the curators antlics, etc. Because thefe
would be no galleries and curators without artists, Therefore, it is necessary
to listen to the artists.
The exhibition must cause a strong reaction to dhdience. A successfil
exhibition is the one that causes even negativeiensto the audience. It is said
that it is better to create negative emotions ®dbdience rather than to cayse
them no emotions at all.
Source: compiled by the author; based on PasorR@L3. How To Make It: 10 Rules For Success.
From Art Curators. Access: http://www.complex.cayphé$2013/09/how-to-become-a-curator/.

Zach Feuer

Eli Klein

According to the table, the IC must not only kndwe history of art, but also to be interested
in the political situation, etc. He cannot dissteiaimself from the events that happen in the world
He must have a vision which cannot be limited te erhibition only; it must be a wider one. An
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important place in successful curation is, of ceuraken by the artists. There would be no
exhibitions without artists. Higgs notices that ators of contemporary art do not have original
ideas; therefore, they have to listen to the artigteir goal is to find an exceptional work of. art
Their works must be of high quality. However, acting to Klein, the exhibitions can now also
cause negative emotions. The exhibition is consiléo be a failed one if it has not caused any
emotions to the visitor. The curator must takerggein his work only. He must think not only
about his career, but also about the implementatfahe vision, how he will introduce the works
of the artist to the audience, etc. The successtder of the curator comes from his works and
efforts to do everything as well as possible.

After the analysis of the remarks from the curattie formula derived for successful
curation isasfollows:

broad spectrum of under standing / knowledge + vision + artists + goal + work +
audience = curation.

This formula should be supplemented with severgleets: the curator must also have
managerial and communicative skills. The curatostimplement cultural projects. It can be said
that an exhibition is a certain project and its aggment requires certain knowledge which has
been discussed in this article.

In conclusion, the IC who wants to be a successtuhtor must follow the formula of
curation: broad spectrum of understanding / knogged vision + artists + goal + work + audience
= curation.

Conclusions. There are two categories of curators: institutioaall independent ones.
Institutional curators work in galleries, museurat;. They are dependent on the policy of the
institution; therefore, the creative freedom isiled. Independent curators do not work in specific
institutions. They are more frequently engagednihiviidual activities, they mediate between the
artist and the institutions. A curator is a manageif-creator, intermediary between the artist and
institutions and between the artist and the audgacalyst, generator of ideas, an overseer, etc.

The IC of art uses the following 7 models of cuwmatiself-reflexive, “sampling”, traditional,
decentralisation curation, virtual curation, arturator, collaborative — curatorial platform. Seler
models can be used simultaneously. There are madels of curation because each curator
creates his own model.

Curation of contemporary art exhibitions have fdistinguishable stages, namely those of
preparation, planning, implementation and evalwmatithe curator bases his work on these stages.
Usually several stages are intermingled. In thepgmation stage, the IC generates the idea of the
project, researches the idea and the concept oéxhiition, and looks for artists. He signs a
cooperation agreement with the artist. In the plagrstage, the curator determines what type of
exhibition it will be, searches for sources of fing] creates the team and starts taking care of the
insurance and transportation for the works of &@ne IC plans the commercial campaign of the
exhibition and estimates its opening date as ve&etha opening event. In the implementation stage,
the IC performs continuous administration of thejgct: “looking after” the budget, managing the
accounts, looking after the processes in progtdéssalso takes care of the creation and production
of the work of art itself. The exhibition and itesign are created in the exhibition venue. In the
evaluation stage, the IC is interested in the nunob@eople who visit the exhibition, surveys the
press, collects and analyses all the informatiolated to the exhibition. He prepares the
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documentation and the catalogue of the exhibiMghen the exhibition is closed, the IC takes care
of removing the works of art from the gallery oetimstitution, settling the matter with the artist
and the team. Also the IC estimates further actreteted to the exhibition and collaboration with
the artists.

It is noteworthy that an art exhibition is a fi@flresearch; it does not have to be finished in
terms of quality and concept. There is no longsrdifference between creating and exhibiting art.
At the moment, artistic ideas are implemented et game place where the works of art will be
exhibited. The difference between creation of ad axhibiting becomes clear when the usual art
exhibitions are analysed in opposition to art iltasti@ns. The usual exhibition signifies that thesa
of objects are placed in the space next to eaddr atiid then viewed one after another. The basis of
an art installation includes the space itself whieltomes a part of the work of art. Everything in
that space belongs to it.
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