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Summary

This research analyses the modus operandi of visual arts organisations known as ‘artist-run

spaces’ in Dublin, from 2005 to 2015. This marks a period of unprecedented growth of the
phenomenon, within Dublin, followed by a rapid decline. The organisations are Basic Space
Dublin, Block T, The Market Studios/Unit H, Ormond Studios, Pallas Projects and Studios,
thisisnotashop, MART, Monster Truck Gallery and Studios, and The Joinery. This is nine out of
ten identified organisations that fit the sample criteria; this sample size increases the reliability
of the research findings and allows for analysis at the level of the population as well as of

individual organisations.

The research is based on interviews with the founders and managers of the organisations;
nineteen individuals were interviewed. Through these interviews, the research provides a
unique portrayal of the modus operandi of the organisations that would not have been available
from other sources. The personal accounts also provide additional material that contextualises
the modus operandi by providing insight into the factors that influenced the development of the

organisations, and how this was experienced in practice.

Additional data was also sourced for this research from websites, funding guidelines, and
decision documents of the Arts Council of Ireland and Dublin City Council, the National Irish
Visual Arts Library and the Artist Led Archive, and through supporting interviews with artists that
had exhibited with the organisations. These sources are used in dialogue with the main interview

accounts and allow for further critical scrutiny of the organisations.

Through the research it is revealed that these organisations were usually established by visual
artists and creative practitioners as a response to a lack of available studio facilities and
exhibition opportunities. This research finds that these organisations potentially played an
important role in supporting artists, and they were reported to facilitate a transition from third-
level education into professional practice. They also played a role in building skills and
experience in the managers of the organisations. However, while personal need is an influencing
factor in establishing the organisations, creative ambitions are often waylaid due to demanding

administrative and managerial workloads.

The research finds that the founders were often unexperienced and did not have training in the
areas of business, management and entrepreneurship, in some instances this led to them making
mistakes or being ill equipped to face challenges at the level of governance and management.
However, through their hands-on experience with the organisations the management often

acquired a significant skill set.



The research highlights issues at the governance level of the organisations, particularly the wide-
spread use of the Private Limited Company form, which is identified as inappropriate for these
organisations. While the organisations favoured formal legal structures, their internal operations
were largely informal, organic, and driven by a culture of mutuality and collaboration. However,
this brought challenges in terms of the distribution of power, workloads, and interpersonal

conflict.

The organisations primarily worked with artists in the student-to-early-career range. However,
there were also examples of engaging with mid-career artists. There was a particular focus on
artistic development and the production and dissemination of experimental work. This often
took precedence over a focus on audiences. Thus, the research finds that these organisations
are ‘artist-centric’. In exploring the strengths and weaknesses of the organisations the research
finds that they sometimes fell short of their claims to support artists due to a lack of practical
assistance for exhibiting artists. Similarly they did not always implement curatorial supports,
however the exhibiting artists that were interviewed identified that the autonomy that this

brought was in fact one of the benefits of working with the organisations.

Key challenges to sustainability are identified regarding tenancy and finances. Tenancy
challenges included the poor condition of premises and the non-renewal of lease. The research
identifies a number of challenges regarding funding structures and concludes that they did not
meet the needs of the organisations. Frustration was evidenced from the interviewees towards

State funding agencies both regarding challenges around funding and a lack of advisory supports.

Studio rental presented an opportunity to generate revenue and the scale of the studio facilities
had an inverse relationship to resource dependence. Gallery rental as an income-generating
activity is identified as an ethically problematic practice as it devalues the exhibition and restricts
access to opportunities to those with resources. However, it is also identified that for some
organisations this source of income is necessary both due to limited alternatives and limited

discretion in resource allocation.

Until recently there has been little research on these types of organisations in the Irish context.
This research provides an historical account of these organisations. It also provides analysis of
their remit, working methods, and environments. It represents a significant art historical insight
into an important dimension of the infrastructure for the creation, display, and communication
of visual art in Ireland. As such the research potentially has value to artists, educators, policy

makers, and funding bodies, as well as to future leaders of these organisations.
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Introduction

This research explores the phenomenon of ‘artist-run spaces’ as they manifest in Dublin, between

2005 and 2015. Its focus is on organisations which operate a visual-art exhibition space, although
this may not be their exclusive activity. The important of this research has been recognised; the
historical emergence of artist-run exhibition spaces internationally is credited as being ‘one of the
most significant changes in the contemporary social organization of art’.! This research is
particularly significant within the Irish context due to the limited extant research into these

organisations, prior to this thesis.

The nine organisations examined within this research are: Basic Space Dublin (Basic Space), Block
T, The Market Studios/Unit H (The Market Studios), Ormond Studios, Pallas Projects and Studios
(PP/S), thisisnotashop, MART, Monster Truck Gallery and Studios (MTGS), and The Joinery. These
were selected as they were collectively-run organisations, in operation during the focus period,
and offered exhibition opportunities to artists outside of the organising group or membership.
The sample is a significant portion of organisations in operation during this period and they can
be conceived of as a ‘second generation’ population of artist-run spaces. This thesis provides a
comprehensive examination of activity at field level within this population, as well as an account

of the experiences of individual organisations.

This research draws on the accounts and experiences of the founders and managers of these
organisations; thus it explores their perspectives. It draws from sociological methods in its data
collection which is centred on qualitative interviews with these key individuals. These interviews
provide insight into personal individual experiences, are used to investigate the histories of
individual organisations, and enable analysis of recurring themes and shared experiences across
the organisations. Through this, a deeper insight is gained into the nature of activity operating
under the category ‘artist-run exhibition space’, the motivating factors which inspire individuals
to establish the organisations and the major purpose to which they aspire, how the organisations
are structured and operated, and the internal and external influences that shape the
organisations. This Introduction Chapter outlines the research question, aims, and objectives,
key definitions, ethics, methods employed during this research, methodological frameworks, and

literature consulted.

! Batia Sharon, "Artist-Run Galleries - A Contemporary Institutional Change in the Visual Arts," Qualitative
Sociology 2, no. 1 (1979): 4.
1



Aims and Objectives

This research is heuristic and records the process through which these organisations evolved and
developed in order to provide exhibition opportunities to artists. It does so through exploring the
experiences of key people involved within the organisations. This research records their process
of discovery as they establish and develop their organisations. The perspectives of individuals
involved in these organisations provides a unique insight into their development. The research
seeks to find out what can be learned about the development of artist-run spaces in Dublin
through analysis of the experiences of those involved in running them, how these personal
experiences shape the organisations, and the impact of participation upon individuals. The

research asks the question:

What can be learned about the modus operandi of visual arts organisations known as ‘artist-run’
spaces in Dublin, from 2005 to 2015, through an analysis of the experiences of the individuals

involved in their development and management?

In order to answer this question this research addresses the following questions from the
perspective of the interviewees: why did the founders establish these organisations; how do they
define the major purpose and role of their organisation; how are the organisations structured
and operated; what do they believe to be the key concerns and factors that shape the field; and
what are the impacts of participation for individuals within the management structures of these

organisations?

The objectives of the research are: to telegraph historical activity in the field; to document the
reflexive narrative accounts of practitioners in the field; to identify common and novel
experiences; to critically explore the strengths, achievements, and weaknesses of the

organisations, and to identify the challenges they face.

This research represents an original contribution to knowledge by documenting and critically
examining these organisations within the historical and cultural specificities of Dublin. It provides
an important account of a largely undocumented field of activity. The research provides an
important historical account of the individual and collective experiences of the artists and others
who run these organisations. Through this perspective this thesis provides an important insight
into an infrastructure which supports the production and exhibition of art works and so
contributes to art-historical knowledge about the period 2005 to 2015. The focus on a recent time
period increases the potential importance of the research as it has ongoing relevance to

contemporary practices and experiences within this field.



Method and Methodology

This section will start by outlining core definitions of the term ‘artist-run’ and ‘non-profit’ that
were central to the selection criteria of this research. This is important to establish because
through this research the accuracy of this terminology will be explored and in some instances
revealed as contradictory. This discussion distinguishes the use of these terms within the
selection criteria of this research, as well as highlighting how the terms are utilised by the sample
organisations. Following this, the section outlines the ethics of the research. The primary data
used in this research is two sets of interviews and issues relating to these are the central focus of
the ethics discussion, in particular a focus on researcher identity, and the issue of facilitating
anonymity for interviewees. The first set of interviews are with the founders and mangers of
artist-run spaces; these are referred to as the main sample. The second set of interviews are an
augmenting study comprising interviews with artists who have exhibited in these spaces; these
are referred to as the exhibiting artists’ interviews. Both sets of interviews are addressed within
the ethics section. The section then outlines the methods employed in the design, administration,
and analysis of the interviews that were undertaken. In this discussion the two sets of interviews
are discussed independently as they were subject to different procedures. Finally, the

methodological parameters that have informed the research are addressed.

Definitions

A variety of terminology is used historically and internationally to describe art spaces run by
artists. The most common of these are artist-run initiatives or ARIs (Australia), artist-run centres
ARCs (Canada), and artist-run gallery or artist-run space (USA and Europe). Within Ireland artist-
run gallery or artist-run space predominates; the two are often used interchangeably and there
is no discernible distinction between them. The primary focus of this research is the exhibition
or gallery based activities of the organisations. However, in discussing the sample at
organisational level the broader term ‘artist-run space’ is used in order to acknowledge that these
are not the sole activities undertaken by the organisations, particularly in the instance of the dual-

function spaces which also run studio facilities.

While there is a strong history of artists playing a pivotal role in the dissemination of their work
throughout the development of western art, it is in New York in the 1940s that the artist-run

gallery space first emerges as a phenomenon.? In particular the Jane Street Gallery (1943—-49) and

2 Marcia Bystryn, "Art Galleries as Gatekeepers: The Case of the Abstract Expressionists," in Art and
Society: Readings in the Sociology of the Arts ed. Arnold W. Foster and Judith R Blau ( New York: SUNY,
1989 ); Sharon, "Artist-Run Galleries - A Contemporary Institutional Change in the Visual Arts."; Joan
leffri, The Emerging Arts: Management, Survival, and Growth (New York: Praeger, 1980); J. Samet and I.
3



the subsequent Tenth Street Galleries (1950s) provide significant early examples of artists running
their own co-operative or non-profit galleries in (semi)permanent spaces. Thus, as observed by
Joan Jeffri, this model of independent action emerged as a distinctly American phenomenon.?
However, their success would influence a movement of such activities on an international scale

throughout succeeding decades.*

With the international spread of the practice, a medley of aesthetic and ideological motivations
and operational models evolved.> Examples of the variety of characteristics and methods used
include their relationship to the institution and arts markets, whether they are assembled around
aesthetic or social justice concerns or are arbitrarily congregated, how artists are selected for
exhibition, whether they are operated according to membership models or run by a static group
of individuals, how they are structured and funded, and how they evolve over time; this diversity
precludes us from reducing or generalising the organisations to a narrow definition of ‘one thing’.®
Furthermore, attempts to absolutely define what we mean by ‘artist-run space’ has, ‘often served
to confuse their purpose and goals’.” Understanding how these variables are positioned within
the Irish context is a key focus of this research. Despite these variables a number of
commonalities can be identified which allow us to identify these organisations as part of a shared
cultural heritage; they are understood to be established collectively by artists and creatives, and
each is run on a non-profit basis. However, within the context of this research there is, in some
instances, a dissonance in organisational affiliation with the terms ‘artist-run’ and ‘non-profit’ and

the practice evidenced by the organisations.

The status of organisations within this research as ‘artist-run’ is central to the research question

and to the title of this thesis. All organisations within this research were identified as engaging

Sandler, The Jane Street Gallery; Celebrating New York’s First Artist Cooperative ( New York: Tibor de Nagy
Gallery:, 2003 ); Joellen Bard, Tenth Street Days : The Co-Ops of the 50s; an Artist-Initiated Exhibition
Works from 1952-1962 (Education Art and Service Inc, 1977). Samet and Sandler, The Jane Street Gallery;
Celebrating New York’s First Artist Cooperative ; Irving Sandler, The New York School: The Painters and
Sculptors of the Fifties (Harper Collins, 1978), 29-42; A Sweeper-up after Artists: A Memoir (London:
Thames & Hudson, 2004), 41-44.

3 Jeffri, The Emerging Arts: Management, Survival, and Growth, 87.

4 1bid.; Sharon, "Artist-Run Galleries - A Contemporary Institutional Change in the Visual Arts."

5 Julie Ault, Alternative Art, New York, 1965-1985: A Cultural Politics Book for the Social Text Collective
(Minneapolis: University of Minnesota Press, 2002); Gabriele Detterer and M Nannucci, "Artist-Run
Spaces," (Zurich: JRP| Ringier Kunstverlag AG, 2012); Jeffri, The Emerging Arts: Management, Survival,
and Growth; Clive Robertson, Policy Matters: Administrations of Art and Culture (Toronto: YYZ Books,
2006); Lauren Rosati et al., Alternative Histories: New York Art Spaces, 1960 to 2010 (Cambridge: MIT
Press, 2012); Jacqueline Cooke, "Art Ephemera, Aka "Ephemeral Traces of 'Alternative Space': The
Documentation of Art Events in London 1995-2005, in an Art Library" (Doctoral Thesis, Goldsmiths,
University of London, 2007).

6 Robertson, Policy Matters: Administrations of Art and Culture, 14.

7 Jeffri, The Emerging Arts: Management, Survival, and Growth, 5.



with this term during their life-span. This included identification with the term within their web
pages or published materials, denotation as ‘artist-run’ within press and media coverage, self-
selection for inclusion within the Artist-Led Archive (ALA), or participation in events designed for
‘artist-run’ organisations. Furthermore, the invitation to participate in this research made explicit
that it was concerned with organisations operating as ‘artist-run’ exhibition spaces, and
agreement to participate thus provides further confirmation of affiliation with this identity. This
research, at the outset, takes a broad approach to the definition ‘artist-run’ in order to reflect the
definitions engaged within the field itself. That is, it allows for the self- and peer- identification
of these organisations as ‘artist-run’ and seeks to explore this identity rather than imposing an

external definition upon the field.

However, while all organisations conformed to these parameters for some of the period under
review, the research found that over the entire focus period, the term ‘artist-run’ was not
consistently accurate as an ongoing factual description of these organisations, in some instances.
The details of the founding members are provided in Chapter 1. While some organisations were
from the outset, and continued to be, run by practicing artists, for others there had been an
evolution in the occupation of the founders or a change in the profile of successive managers. In
more limited examples organisations were established by a mixture of artists and individuals from
other creative backgrounds, and so not exclusively run by ‘visual-artists’ at initiation but through
a broader profile of ‘creative practitioners’. This is of interest to the understanding of these
organisations as they are manifest within the context of Dublin and the reasons for these shifts,

where they occur, are analysed in detail as a major topic of this thesis in Chapter 3.

It is important therefore to distinguish between the term ‘artist-run’ as a term commonly applied
to and engaged by a population of organisations with reference to the organisations’ origins, and
the description ‘artist-run’ as factual description of the current occupational status of those who
run these organisations. This dissonance is indicated by the use of quotation marks in the thesis
title. For the purpose of identifying a population of organisations, organisational affiliation with
the term ‘artist-run’ during the lifespan of the organisation, as outlined, satisfied the selection

criteria for this research.

The second definition that necessitates consideration is ‘non-profit’. By non-profit it is meant
that while revenue may be generated from commissions, rentals, and other activities, the
organisation does not distribute these profits to owners or members but reinvests any surplus
back into the organisation. It is important to observe that this definition does not preclude the
generation of surplus profits but focuses on the behaviour of the organisations in respect of the

surplus they generate.



It can be expected that organisations take up the legal forms that provide a structure which is
appropriate to their behaviour. Within non-profit arts organisations this is typically governance
by constitution, or incorporation as a Company Limited by Guarantee without a Share capital
(CLG).2 In both of these the non-profit behaviour of the organisation is inscribed into the
governing papers of the organisation through a ‘non-distribution constraint’ which is a
prohibition on ‘the distribution of residual earning to individuals who exercise control over the
firm, such as officers, directors or members’.’ It is again noted that operation as a non-profit does

not preclude the generation of profits:

[T]he absence of residual claims does not mean that nonprofits make no

profits. It means that alienable claims to profits do not exist.°

Thus, legal frameworks provide protections that facilitate, compel, and constrain, the behaviour

of the organisation in respect of the surplus profits that they generate.

This research revealed an apparent inconsistency between the legal status of some of the
organisations and their behaviours; it emerged that five of the organisations were at the time of
research, or had previously, incorporated as a Private Company Limited by Share (LTD). These
companies have shareholders and are not bound by a non-distribution constraint. Thus, this is
the appropriate form for a profit making and surplus distributing entity and would thereby appear
antithetical to non-profit agendas. However, those organisations which incorporated as a LTD
reported that in practice they operated on a non-profit distributing basis. Thus, there is an
anomaly between the legal status of some of the organisations that are structured as profit
distributing entities and their reported behaviour wherein, in the absence of legal compulsion,

the shareholders relinquish their rights as ‘residual claimants’ at their own discretion.!

For the purpose of the selection criteria used in this research, the behaviour of the organisation
and not their legal status was considered. Precedence for considering the organisational

behaviour over legal definition is provided by Salamon and Anheier. They developed what is

8 Phelim Donlon. "Practioner Perspectives on Nonprofit Governance: Governance in Arts Organisations in
Ireland." Dublin, 2005; Freda Donoghue et al. "The Hidden Landscape." Dublin, 2006. Irish Nonprofits
Knowledge Exchange. "Irish Nonprofits: What Do We Know?" Dublin, 2012.

9 Henry B. Hansmann, "Economic Theories of Nonprofit Organization," in The Nonprofit Sector: A Research
Handbook (New Haven: Yale University Press, 1987), 28. See also: "The Role of Nonprofit Enterprise," Yale
Law Journal (1980), 838

10 Eugene F Fama and Michael C Jensen, "Agency Problems and Residual Claims," Journal of Law and
Economics (1983): 342. See also: "The Role of Nonprofit Enterprise," Yale Law Journal (1980), 838

11 Eugene F Fama and Michael C Jensen, "Separation of Ownership and Control," Journal of Law and
Economics (1983); "Agency Problems and Residual Claims."



termed the ‘structural/operational’ definition.!> This definition is predicated not on the legal

status of the organisations but on their behaviours. They define non-profit distributing as:

Non-profit-distributing, i.e., not returning profits generated to their owners
or directors. Nonprofit organizations may accumulate profits in a given
year, but the profits must be plowed back into the basic mission of the
agency, not distributed to the organizations’ owners, members, founders
or governing board. The fundamental question is: how does the
organization handle profits? If they are reinvested or otherwise applied to
the stated purpose of the organization, the organization would qualify as a

nonprofit institution.?

They also state that an organisation must be organised, i.e. it must have an ‘institutional reality’.
This may be achieved through legal form or more informally through internal organisation,
organisational goals, and the presence of organisational boundaries; it must be private, i.e. it
must be institutionally separate from the government, although this does not preclude a
relationship with the state; it must be self-governing, i.e. it can control its own activities, have its
own governance, and ‘enjoy a meaningful degree of autonomy’; finally it must also be voluntary,
i.e. it must involve a degree of voluntary and non-compulsory participation.’* This definition is
engaged by the United Nations in the 2003 Handbook on Non-Profit Institutions in the System of
National Accounts. Their structural-operational definition stipulates that non-profits ‘may be
profitmaking but they are non-profit distributing’; this may be governed not only by law but also

by ‘custom’.’® Thus, the structural-operational definition based on behaviour is highly validated.

The organisations within the study fulfil this behavioural definition of non-profit despite the
contradiction, in some instances, with their legal status. It is this behavioural definition that is

used in developing selection criteria for inclusion within this research. The broader question of

12 Lester M. Salamon and Helmut K. Anheier, "In Search of the Non-Profit Sector. |: The Question of
Definitions," Voluntas: International Journal of Voluntary and Nonprofit Organizations 3, no. 2 (1992);
Defining the Nonprofit Sector: A Cross-National Analysis (Manchester University Press, 1997).
13 "The International Classification of Nonprofit Organizations: Icnpo-Revision 1 1996." Baltimore, 1996:
3.
14"In Search of the Non-Profit Sector. I: The Question of Definitions."; Defining the Nonprofit Sector: A
Cross-National Analysis. "The International Classification of Nonprofit Organizations: Icnpo-Revision 1
1996," 3.
15 United Nations Department of Economic and Social Affairs. "Handbook on Non-Profit Institutions in the
System of National Accounts." United Nations, New York, 2003: 17-18. See also: United Nations. "System
of National Accounts." United Nations, New York, 1993.
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why they engage legal forms that appear to be contradictory to their purpose and practice, and

the implications of this, is addressed in Chapter 3.

Ethics

The interview process preceded but nevertheless complies with the 2013 Ethics Policy of Trinity
College Dublin’s School of History and Humanities.*® In respect of ethics there are two areas that
require explication. The first is processes in regard to informed consent, including issues of
confidentiality, anonymity, and harm. The second is in respect of researcher identity, bias, and

conflicts of interest.

Informed consent is defined within the School of Histories and Humanities Ethics Policy as the
‘fully formed and freely given consent of participants’ which is to be given ‘voluntarily and without
coercion’ and it is stipulated that there should be transparency regarding the use to which the
material will be used.’” The policy advises that evidence of consent should be obtained. This is
consistent with best practice guidelines from research associations such as The British

Sociological Association, which states:

As far as possible participation in sociological research should be based on
the freely given informed consent of those studied. This implies a
responsibility on the sociologist to explain in appropriate detail, and in
terms meaningful to participants, what the research is about, who is
undertaking and financing it, why it is being undertaken, and how it is to be

disseminated and used.'®

For both sets of interviews potential interviewees were approached by email, at which time they
were given an information sheet outlining the parameters of the research and their participation.
In the main sample, at the time of the face-to-face interview this information was again provided
to them in printed form and was orally explained. If in agreement with the conditions, the
interviewees were requested to sign two copies of a consent form, one of which they kept. In
the exhibiting artists’ interviews, which took place via Skype/Phone/FaceTime, the artists were
emailed the consent form in advance of the interview; this could be returned either before or
after the interview. At the start of the interview process the information was again orally

explained and the interviewees were asked if they had any concerns or questions.

16 Trinity College Dublin. "School of Histories and Humanities Ethics Policy." 2013.

7 bid., 2.1.3.

18 British Sociological Association, "BSA Statement of Ethical Practice,"
https://www.britsoc.co.uk/equality-diversity/statement-of-ethical-practice/ para. 16



As is evidenced in Figures 1-4, these documents adhered to best practice recommendations and
outline the conditions of participation, how information will be used, the right to withdraw from
the study, and provide contact information for both myself and my research supervisor. Thus, the

research followed best practice in regards to obtaining informed consent.*®

A key concern of informed consent relates to issues of confidentiality and anonymity. Walford
distinguishes between the two.?’ He outlines anonymity as the practice wherein ‘we do not name
the person or research site involved’ and observes that this is ‘usually extended to mean that we
do not include information about any individual or research site that will enable that individual
or research site to be identified by others’; confidentiality ‘is information that is private or
secret’.?! The interdisciplinary nature of this research — as an art-historical enterprise engaging

with sociological methods creates some conflict.

Best practice within sociological enquiry has traditionally been to anonymise both places and
individuals.?? Walford identifies this as embedded within research association guidelines within
both the UK and the US.2> The principle behind anonymisation is primarily to protect subjects
and the organisations that they are involved in from harm; either through direct consequences

or as psychological harm.

Within the discipline of history, including art-history, where the objective is in part to archive
specific experiences and histories, including through the collection of oral, narrative, and life
histories, the specificities of the setting and person are of import to enquiry.?* The Oral History
Society draws from the UK Data Archive Guidelines and advises that the researcher has a ‘duty
of confidentiality (though not necessarily anonymity) towards informants and participants’.?
They specifically advise against anonymity stating that ‘[i]nterviewers and custodians should

avoid agreeing to anonymise interviews unless the content is of great value or significance, and

there is no alternative’.?® This contrasts with the sociological approach.

19 |bid.; Trinity College Dublin, "School of Histories and Humanities Ethics Policy."

20 Geoffrey Walford, "Research Ethical Guidelines and Anonymity," International Journal of Research &
Method in Education 28, no. 1 (2005).

2 1bid., 84, 85.

22 |bid., 83.

3 |bid.

24 Tony E Adams, "A Review of Narrative Ethics," Qualitative Inquiry 14, no. 2 (2008): 186.

25 Oral History Society, "Is Your Oral History Legal and Ethical," http://www.ohs.org.uk/advice/ethical-
and-legal/2/.

26 "Informed Consent," http://www.ohs.org.uk/ethics/informed_consent.html.


http://www.ohs.org.uk/ethics/confidentiality.html

The principle of anonymity within sociological research has been drawn into debate.?” Three key
concerns are raised. Firstly, in regard to the effectiveness of this process, i.e. those local to the
study or those invested in uncovering the identities of site or subjects are often able to deduce
the information despite best attempts at anonymity.?® Secondly, the process of anonymisation
‘naturalizes the decoupling of events from historically and geographically specific locations’; this
increases the ‘claim of generality’ in order to make them ‘movable, replicable, and citable’ but
also ‘lead[s] researchers to unreflectively produce representations of the world that obscure or
ignore the connections linking places, writers, participants, and readers’.? Finally if immovably
applied, the principle of anonymity denies participants autonomy and disenfranchises them from
the research.3® These concerns have been reflected in changes to some research association
guidelines, for example the British Educational Research Association allows that participants may
waive their right to anonymity; this is also outlined in the 2013 Ethics Policy of Trinity College
Dublin’s School of History and Humanities where anonymity may be waived where there is

‘explicit written consent’ 3!

A differing approach was taken across the two interview sets. Within the main sample interviews
a dual pronged approach was undertaken in order to both meet the research objectives and to
protect the participants from exposure to harm as effectively as possible. With exceptions, to be
outlined, sites and participants, from the main sample, are named within this research thesis;
written permission was obtained within the consent forms. Given the relatively small and local
field from which the sample drew, it would have been highly problematic to effectively disguise

the specificities of the individual sites and thus the subjects.

Secondly, anonymisation of sites would be antithetical to the stated objectives of this research

which include creating an historical account of activity within the cultural and geographic

27 James Giordano et al., "Confidentiality and Autonomy: The Challenge(s) of Offering Research
Participants a Choice of Disclosing Their Identity," Qualitative Health Research 17, no. 2 (2007); Jan
Nespor, "Anonymity and Place in Qualitative Inquiry," Qualitative Inquiry 6, no. 4 (2000); Caitriona Ni
Laoire, "To Name or Not to Name: Reflections on the Use of Anonymity in an Oral Archive of Migrant Life
Narratives," Social & Cultural Geography 8, no. 3 (2007); Walford, "Research Ethical Guidelines and
Anonymity."; Liz Tilley and Kate Woodthorpe, "Is It the End for Anonymity as We Know It? A Critical
Examination of the Ethical Principle of Anonymity in the Context of 21st Century Demands on the
Qualitative Researcher," Qualitative Research 11, no. 2 (2011); Cheryl S Le Roux, "Xvii International Oral
History Conference: Buenos Aires 2012."
28 Nespor, "Anonymity and Place in Qualitative Inquiry," 549. Walford, "Research Ethical Guidelines and
Anonymity," 85.
2% Nespor, "Anonymity and Place in Qualitative Inquiry," 549, 51, 51, 55.
30 Giordano et al., "Confidentiality and Autonomy: The Challenge(s) of Offering Research Participants a
Choice of Disclosing Their Identity," 265.
31 British Educational Research Association, "Ethical Guidelines for Educational Research,"
https://www.bera.ac.uk/researchers-resources/publications/ethical-guidelines-for-educational-research-
2011; Trinity College Dublin, "School of Histories and Humanities Ethics Policy," para 2.1.5.
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specificities of Dublin, based on personal reflective experiences of key practitioners in the field.
Finally, this research engages a social constructionist paradigm; that is, it takes the position that
subjective meanings are negotiated both culturally and historically and developed through
interaction with others.3? The process of decoupling the narratives and subsequent analysis from

the specificities of person and place would be contrary to this methodological position.

Within these main sample interviews it was made explicit to participants that they would be
named within the research and that information would be attributed to them. However, they
were also invited to identify any information that they wished to be used anonymously. They
were provided with two mechanisms for this, they could indicate this within the interview, and
later following consultation of the transcript of the interview. By providing these opportunities
the research was able to benefit from naming sites and subjects, while still providing participants
protection from embarrassment or harm in respect of select sensitive discussion. Where
interviewees indicated that they wanted anonymity in regard to select information they are each

assigned a number and are indicated as ‘Anon. interviewee [number]’.

Not all of the interviewees identified such information or offered a response to the transcript.
However, as per best practice guidelines, it remains incumbent upon the researcher to protect

subjects from harm. For example, The British Sociological Association guidelines state:

It is [...] therefore incumbent upon members to be aware of the possible
consequences of their work. Wherever possible they should attempt to
anticipate, and to guard against, consequences for research participants
that can be predicted to be harmful. Members are not absolved from this

responsibility by the consent given by research participants.

Therefore, | also used the anonymous attribution in additional instances where | felt it would be

detrimental to the individual or organisation to be identified.

Within the exhibiting artists’ interviews, full anonymity was given. This includes confidentiality
about participation in the interview process, as well as the anonymisation of the information
used. Within this interview set it was made explicit, both in writing via the information sheet and
consent forms and orally at the start of the interview, that information would be directly quoted

from the interviews but that it would be anonymised. This approach was necessary as in many

32 John W Creswell, Qualitative Inquiry and Research Design: Choosing among Five Approaches, 2 ed.
(California, London, and New Dehli: Sage, 2007), 21.
33 British Sociological Association, "Statement of Ethical Practice - Anonymity,"
https://www.britsoc.co.uk/equality-diversity/statement-of-ethical-practice/#_anon. para. 26.
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instances these individuals continue to exhibit within Ireland; they may fear that negative
comments about experiences made in interview could have potential future detrimental impacts
upon their career opportunities. In contrast to the previous interview set, the very large number
of artists who have, overall, exhibited with these organisations meant that it is possible to take

reasonable precautions to prevent the deductive identification of the interviewee by the reader.

The concern of researcher identity is a further area that necessitates ethical scrutiny. Discussing

‘validity’ and ‘researcher reflexivity’ Creswell and Miller state:

It is particularly important for re-searchers to acknowledge and describe
their entering beliefs and biases early in the research process to allow
readers to understand their positions, and then to bracket or suspend those

researcher biases as the study proceeds.

From 2009 to 2012, | was involved with Monster Truck Gallery and Studios (MTGS), first as a
casual volunteer and then as Gallery Manager and Co-Director. MTGS is included within this
research. Involvement in the organisation stimulated my interest in this area of research and,
through an ‘insider’ status, gave a specialised insight into the subject.3® As is evidenced within
this research the organisation is of note as one of the more enduring of the sample organisations.
Thus, to exclude this organisation from discussion would be to the detriment of the research as a

whole.

My involvement with this organisation was made explicit in my research proposals to Trinity
College Dublin and to the Irish Research Council, both of whom approved the research topic and
design including the use of this organisation within my sample. In order to reduce potential
conflict of interests | ceased both formal and informal involvement in the organisation prior to
commencing the interview period. Given this involvement it was necessary to manage researcher
identity both in regards to the interview process, and given the inclusion of MTGS within the

study, in the analysis of the interviews.

| undertook interviews with three founders from MTGS. Two of these had resigned executive
involvement prior to my own participation, they remained involved in the organisation on
occasion as artists and curators but were no longer involved in the day-to-day operations; thus, |

had a limited personal or professional relationship with them. By undertaking interviews with

34 John W Creswell and Dana L Miller, "Determining Validity in Qualitative Inquiry," Theory into Practice
39, no. 3 (2000): 127.
35 Danny L Jorgensen, Participant Observation: A Methodology for Human Studies vol. 15, Applied Social
Research Method Series (California, London, and New Delhi: Sage, 1989), 21.
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several representatives of MTGS | was able to garner a substantial amount of information about
the organisation in order that a saturation of knowledge was achieved from these sources, to the
exclusion of my own first-hand knowledge. Much of the information discussed predated my
involvement and thus described events and experiences of which | had no first-hand knowledge.
When discussion intersected with the period in which | was involved in the organisation it was
necessary to ‘bracket’ my own experience in order to eliminate bias as much as possible.?® In
doing, when discussing this organisation, | draw only from information presented within
interviews and not directly upon my own experiences; this includes instances where my own
experience and understanding was contrary to, or potentially provided supplemental insight to,

those represented in interview.

Across the thesis a varying degree of focus is given to different organisations, this is dependent
upon the particulars that they present. This research reveals that MTGS is one of the older and
more enduring organisations, with a comparatively high-level of public funding, that explicitly
moved away from being artist-run into management driven structure, and was one of the limited
number of organisations that remained as a LTD; therefore it provides an important case for
consideration in the investigation and analysis of each of these areas which are all major topics
within this thesis. The focus given to this, or any, organisation is driven by the research findings

and is not indicative of researcher bias.

This same bracketing of experience was applied to ‘insider’ knowledge | had about the broader
field. Disadvantages to doing this include curtailing potential critiques of the narratives offered.
However, this was essential in order to avoid ‘hearsay’ and to ensure that the research is based
upon the data and evidence collected and is without bias. In order to off-set this, additional
perspectives were introduced through the exhibiting artists’ interviews. These were important
in allowing for critical discussion of the topics arising; subsequently they increase the validity of

the research.

During my time working with MTGS | had no involvement with any of the interviewees from other
organisations within the main sample who participated within this research; thus there was no
potential bias in regard to this. As my involvement in the organisation had been primarily in an
administrative or ‘backstage’ role, interviewees were not necessarily aware of my previous
involvement in this organisation at the time of approach. As my involvement had ceased at the

time of the interviews there was no ongoing direct conflict of interest. Nonetheless, in order to

36 Creswell and Miller, "Determining Validity in Qualitative Inquiry," 127; Clark Moustakas,
Phenomenological Research Methods (California, London, and New Delhi: Sage Publications, 1994), 60.
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be transparent, this prior involvement was disclosed to interviewees in the preamble to

interviews.

Within the interview context, my previous involvement with an artist-run space had both
potential advantages and disadvantages. On the one hand, it made me a peer to the interviewees
which could help stimulate trust in regard to my intentions. On the other, it could potentially
provoke hesitancy or mistrust in some groups that may be in competition with MTGS for limited
resources. The candid responses that were given across the interviews indicate that the
researcher identity did not prove problematic for the interviewees. Upon reflection, | believe that

this identity was of benefit in stimulating trust and building rapport with the interviewees.

In regard to the exhibiting artists’ interviews, it was necessary to select artists that collectively
had a broad range of experience across the sample organisations. In two cases the artist had
exhibited with MTGS’, in only one instance was this during the period that | had been involved in
the organisation. All of the interviewees had exhibited with multiple organisations within the

sample group and in no instance was this the single experience under discussion.

In any instance that | was aware from my preparatory research that the artist had exhibited with
MTGS, | informed them of my own involvement in my email communication prior to the
interview. In these examples, my connection potentially constrained direct critique of this
organisation. However the interview questions gave scope to give both generic and specific
answers allowing interviewees to discuss either individual organisations or their overall
experiences with this type of gallery. This approach allowed for interviewees to be as direct as

they felt comfortable with in their replies.

In all other instances my previous involvement in MTGS was disclosed at the start of the interview;
interviewees were also informed that, at present, | no longer had involvement with this or any
other artist-run space within Ireland or elsewhere. My previous involvement in this role was
potentially more difficult within this interview set as if there were concerns from interviewees
about bias or future repercussions this would constrain their reporting. However, once again the
responses given were candid and my identity did not, in my opinion, cause significant concern

from or constraint by the artist interviewees involved.

Sample Criteria

Initially this research was designed as a country-wide undertaking. However, after undertaking a
country-wide survey of activity which revealed a potential sample of twenty-six organisations,
and following the advice that this sample was potentially too large, from the then Director of

Post-graduate Teaching and Learning within the School of Histories and Humanities, the focus
14



was narrowed to Dublin. This city had the highest density of these organisations. This focused
study increased the scope for an in-depth consideration of the organisations under analysis as
well as allowed for them to be considered as a population existing within comparable

environmental conditions.

This discussion concerns the main sample interviews; the exhibiting artists’ interviews are
addressed in a separate section. The main data for this research comes from qualitative
interviews undertaken with nineteen interviewees from nine organisations (Figure 5). Miles and
Huberman state: ‘To get to the construct, we need to see different instances of it, at different
moments, in different places, with different people.”®” In order to gain insight into artist-run
exhibition spaces in Dublin, it is necessary to garner a range of experience from a number of
organisations. For this reason the research looks at multiple examples rather than at singular
case studies. Research samples were explored both across, and where possible within the
organisations by interviewing more than one participant.3® The concern is not of parrying the
accounts in order adjudicate their truth but rather to engage with the complexity of multiple
experiences. This was important as a number of interviewees were clear that while they were
discussing their experience of the organisation they were not speaking on behalf of the
organisation. Multiple interviews were not possible in all instances. The process by which this

main sample was selected and secured is outlined forthwith.

The first task of the research was to identify the level of activity in the field. It was necessary to
identify a population that shares some common features or have what Hannan and Freeman

define as ‘unit character’.®®

However, it was also necessary that these criteria remain broad
enough to accommodate both the comparative diversity of the organisations as a field, and also
the flux in activity and form that occurs across the lifespan of the individual organisations. Criteria

were developed with which to undertake purposeful sampling.*® Here ‘information-rich cases’

37 Matthew B Miles and A Michael Huberman, Qualitative Data Analysis: An Expanded Sourcebook
(Thousand Oaks, California: Sage Publications, 1994), 29.
38 |bid.; Martyn Hammersley and Paul Atkinson, Ethnography: Principles in Practice, 3 ed. (New York:
Routledge, 2007), 136.
39 Michael T Hannan and John Freeman, "The Population Ecology of Organizations," The American Journal
of Sociology 82, no. 5 (1977): 934.
40 Miles and Huberman, Qualitative Data Analysis: An Expanded Sourcebook, 27-31. Lawrence A Palinkas
et al., "Purposeful Sampling for Qualitative Data Collection and Analysis in Mixed Method Implementation
Research," Administration and Policy in Mental Health and Mental Health Services Research 42, no. 5
(2015).
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are selected through which ‘one can learn a great deal about issues of central importance to the

purpose of the research’.*

The criteria for inclusion within the study include that organisations should be collectively run,
identify as ‘artist-run’ and operate on a ‘non-profit’ basis; these terms were used according to the
definitions outlined earlier in this chapter.*? A further key criterion, that is central to the research
guestion, was that the organisation must host a space for the public display and dissemination of
artwork, this may be termed ‘exhibition’, ‘gallery’, or ‘project’ space. This must be undertaken
on an ongoing, although not necessarily constant, basis and may occur within a single, or across
multiple successive spaces.*® No limitations were given as to other activities undertaken by the
organisation. A final criterion was that exhibition opportunities were not confined only to the

core membership of the organisation.

It was also necessary to put some boundaries on the time-frame under consideration. Here it was
necessary to balance the generally short lifespan of the organisations with the fact that:
‘[r]eflection on lived experience is always recollective; it is reflection on experience that is already
passed or lived through.”* Thus, some level of organisational duration is necessitated in order
for a retrospective view. The criterion was used that they must have operated an exhibition space
for a minimum period of one year between the year 2005 and the time of commencement of the
interview phase of the research in 2012. Finally, they should be operational in some form at the

time of survey in 2011, which maximised the potential for access to individuals and information.*

The archives consulted for the research were the ALA and NIVAL’s gallery online database.*

Internet searches were used to further identify recent and ongoing activity in the field. Finally,

4 Michael Quinn Patton, Qualitative Research and Evaluation Methods, 3 ed. (California, London, New
Delhi: Sage, 2002), 264.
42 As was earlier outlined the definition of artist-run included the implication of being collectively run. It is
unclear from available information as to whether Mother’s Tankstation (est. 2006) is run in partnership or
solely by Finola Jones. The organisation was contacted by did not respond to requests for information
and participation in the research. The clearest source of information is Booth’s MA dissertation which
used the organisation as a case study. She writes that it was established by Finola Jones and David
Godbold, but that Godbold acts as a background Director. Therefore the organisation has been included
here as run by a single person but the inclusion is undertaken advisedly. See: Lola Rayne Booth,
"Sustainability in Artist-Run Gallery Organisations: Is Public Funding the Answer?" (University College
Dublin, 2007), 38.
4 Thus, collectives that organised once-off exhibitions, projects, and initiatives were excluded from the
research.
4 Max Van Manen, Researching Lived Experience: Human Science for an Action Sensitive Pedagogy 2ed. (
Ontario: The Althouse Press, 1997), 10.
% This excluded Four Gallery (2005-2009), Joy Gallery (2008-2010), and One Gallery (2006-2007).
46 The Artist-Led Archive is a curated project by Megs Morley and documents a variety of artist led
initiatives from the island of Ireland 1970-2006. The project reactivated in summer 2015. The directory of
the archive has been an important resource in this task. However, there are limitations to the
comprehensiveness of the archive as organisations had to self-select for inclusion. Therefore defunct
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advantage was taken of the contemporary nature of research to ask professionals currently or
recently operating with the arts if they were aware of any further organisations. A full discussion
of the findings of this survey of activity are given in Chapter 1 which focuses on the emergence of

the organisations within the Irish historical context.

On consulting the operational dates of these organisations Project Arts Centre (est. 1966), and
Temple Bar Gallery and Studios (est. 1983) stand out as forerunners to the other organisations.
These organisations are crucial to understanding the field of artist-run spaces in Dublin. It was
decided to not include these organisations within the main sample within this research and to
instead focus on a second-generation of artist-run spaces. These two organisations are already,
comparatively, well recorded through archival collections; for example the National Library of
Ireland holds an extensive indexed archive on PAC, and the National Irish Visual Arts Library
(NIVAL) an unindexed archive on TBG+S. Thus, while these archives provide significant scope and
opportunity for valuable studies of these two organisations, there is greater value to the current
research in offering an in-depth study of the field that developed subsequent to these
organisations and that may potentially otherwise remain unrecorded due to poor archival records
and a lack of other documentation. Furthermore, due to their prominence and the length of their

histories these two cases if included, would potentially dominate the discussion.

In consideration of both of these aspects the limitations of this research as a doctoral thesis was
taken into account and the decision was made to focus on a collection of galleries that
represented a subsequent generation to these organisations. In making this distinction it was
possible for the remaining organisations to be configured as a ‘peer group’ of organisations; that
is, that they were what Di Maggio and Powell describe as ‘structurally equivalent’. This is defined
as when organisations have ‘ties of the same kind to the same set of other organizations, even if
they themselves are not connected’.*’” However, and importantly, the context and comparison
provided by TBG+S and PAC are essential in order that the research findings are not fragmented
from the historical trajectory and cultural context within which they operate. Thus, a summary

outline of their histories, as relevant to this analysis, is presented in Chapter 1.

TBG+S is of particular interest as a point of comparison being the more recent of the two
organisations, engaging a gallery-studio model similar to a number of the sample organisations,

and for the fact that it continues to frame itself as an artist-run space; additional details of its

groups or short term initiatives may not have participated. Megs Morley, "The Artist-Led Archive
Inventory,"
http://www.nival.ie/fileadmin/user_upload/Documents/The_Artist_Led_Archive_Inventory 2012.pdf.
47 Paul J DiMaggio and Walter W Powell, "The Iron Cage Revisited: Institutional Isomorphism and
Collective Rationality in Organizational Fields," American Sociological Review (1983): 148 fn1l
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development garnered from the sources given above as well as the archives of NIVAL are included
throughout the thesis, as the analysis unfolds, when it intersects with issues arising from the
sample organisations. NIVAL holds an extensive but unindexed collection on TBG+S, so it was not
feasible to consult this full body of documentation. Therefore, focus was given the first fifteen
years of its development (1993 to 1998) as this period provides the most direct comparison in
terms of life-stage with the sample organisations. This is useful in providing additional context to

the discussion.

During the course of the research, a further organisation emerged that was positioned as a ‘peer’
to these organisations. MART had been operational since 2007, but did not open their gallery
until December 2011; thus, at the time that the interviews commenced, in 2012, they did not
fulfil the necessary criteria of having operated a gallery for the period of one year. No other
excluded organisation was comparable to this circumstance. Given the prolonged interview
period, 2012-2016, and the emergence during this period of this organisation as a structurally
equivalent contemporary to the sample and a key operator in the field, excluding it would be
detrimental to the research. Therefore, this organisation was included within the main sample.
Thus, the sample criteria to a limited extent incorporated an evolving or opportunistic character.*®
With this addition the sample, overall, comprises a comprehensive group of organisations that

were operational during this period.

Selecting Participants

Founders and subsequent directors or managers were identified as the ideal informants in terms
of being the most knowledgeable and experienced and thus best placed to provide breadth and
depth of information. Hammersley and Atkinson observe that often those who have left settings
may be better informants than those who are still engaged within them.** However, given the
youth of these organisations access to this profile of informant was limited. Benefits to both
types of informant are acknowledged; those who have left a setting may be more willing to
provide enhanced levels of critical reflection, while those still in the setting can provide the most
up-to-date information. Thus, where appropriate and possible, there are advantages to having

multiple informants to incorporate both of these benefits.

As noted above there are limits to the extent that these interviewees may be willing or able to

provide critique of their experiences and organisations; that is, they may speak for posterity or

48 Quinn Patton, Qualitative Research and Evaluation Methods, 31; Miles and Huberman, Qualitative Data
Analysis: An Expanded Sourcebook, 29.
4 Hammersley and Atkinson, Ethnography: Principles in Practice, 138.
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be inherently biased. As a primary objective of this research is to specifically understand
participation in these organisations as experienced by the founders and managers their
contributions are not undermined by this potential bias. However, in order to provide additional
critical reflection and context, additional augmenting interviews were undertaken with artists

that had exhibited with the organisations. These are detailed later in this method section.

Sample Size

Potential interviewees were contacted within the ten identified organisations that fulfilled the
criteria. From this, seventeen interviews from nine organisations were secured, see Figure 5. As
there were a number of changes within the field during the course of the research interviewees
or their successors were invited to participate in a follow up interview; this had potential to be
particularly valuable in instances where the first interview was held early in the research period.
These follow up interviews were secured in three instances: McEvoy of Block T, and Prendergast
of MTGS were both re-interviewed. As the original interviewees from Basic Space had left the
organisation they referred me instead to the current directors Welch and Bermingham who were
interviewed together; thus the follow up interview was conducted with different interviewees
than for the original interviews and the total number of interviews was raised to twenty. In
instances where a second interview was not secured additional documentation was consulted
where possible, such as press releases and media sources. Considering the organisations across a
period of time was of benefit to the research in allowing it to garner enhanced insight into
organisational lifecycle and to incorporate discussion of significant environmental changes that

impacted the organisations during this period.

This research is interdisciplinary drawing from both historical and sociological perspectives. The
sample represents a relatively small sample from a sociological perspective; for example in
grounded theory which aims towards data saturation, Creswell recommends twenty to thirty
individuals and notes that this number may be much larger; he also notes studies in excess of
three-hundred participants within phenomenological research.®® Conversely, the sample
represented is a relatively large sample from the perspective of the discipline of history which
often focuses on single or several case studies. A case study approach allows for depth of insight
into individual cases but limits the ability for generalising. A middle ground is provided by Miles

and Huberman who recommend a minimum of five cases within multiple case sampling in order

50 creswell, Qualitative Inquiry and Research Design: Choosing among Five Approaches, 127-28.
19



to allow for a degree of generalisability and caution against allowing the sample to become

excessive and ‘unwieldy’.>!

Scholars also recognise the contingency of recommended sample sizes. For example,
Sandelowski advocates the use of the researcher’s ‘judgement and experience in evaluating the
quality of the information against the uses to which it would be put’.>? Patton states that there
‘are no rules for sample size in qualitative inquiry’ rather it is dependent upon ‘what you want to
know, the purpose of the inquiry, what’s at stake, what will be useful, what will have credibility,

and what can be done with the available time and resources’.>?

The benefits and disadvantages of sample size were weighted against the opportunity provided
by the comprehensiveness of the sample available. The research sample although small overall,
within sociological parameters, is proportionally significant when considered alongside the
available organisations that met the sample criteria; i.e. it represents nine out of ten eligible
organisations and so is a highly significant 90 percent of the identified population. While a large
sample within art-historical parameters the opportunity, presented within the high response rate
to this research, to document and examine such a comprehensive portion of the population has
significant historical value and also enhances the value of this research as a resource for
individuals engaged within this field. Furthermore, the opportunity to do this was considered as
both unique to this research endeavour and as time limited due to the rapid changes occurring

throughout the research period.

The challenge within the research was to thus incorporate multiple accounts in order that
common experiences can be identified and explicated, but simultaneously to preserve the
potential to engage with the individual cases in hand in order to construct coherent individual
histories. Thus, while the benefits of selective case studies are acknowledged, the approach
undertaken throughout the thesis is to provide a discursive account which compares and
contrasts the individual experiences across the sample, where possible and relevant to do so.
This approach has been selected as to focus on singular examples would undermine the potential

of this research in providing a valuable account at field level.

51 Matthew B Miles, A Michael Huberman, and Johnny Saldana, "Qualitative Data Analysis: A Method
Sourcebook," CA, US: Sage Publications (2014): 33.
52 Margarete Sandelowski, "Sample Size in Qualitative Research," Research in Nursing and Health 18, no.
2 (1995): 183.
53 Quinn Patton, Qualitative Research and Evaluation Methods, 311.
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Data Collection

The initial research design incorporated mixed methods via a questionnaire-survey and an
interview. A mixed approach allows one to address the ‘complexity’ of social research and gain
‘more insight’ than from a singular approach.>® This was consistent with the method used by
Sharon in her 1979 study of artist-run spaces in California; further detail of this study is provided
later in this chapter in the Review of Literature.> The survey for this thesis was designed to
garner operational information about the organisation such as that concerning legal
formalisation, formal structure, and finances and intended to be distributed and returned in
advance of the interview. However, upon piloting the study the questionnaire was identified as
a barrier to participation, as participants believed it to be too time consuming to complete. The
guestionnaire was discarded and the most essential questions were incorporated into the main

interview.

Sources of public record were identified, through which further operational and environmental
information could be sourced. For example, company papers filed with the Companies
Registration Office (see Appendix B), and grant decisions publications and databases from Dublin

City Council (DCC) and the Arts Council of Ireland (ACI) (see References).

The interview took the form of a semi-structured framework (Figure 6). It was exploratory in
design and discovery oriented, in keeping with the heuristic methodological framework of the
research.>® Following a format recommended by Creswell it opened with an ‘ice breaker’
question: How did you come to be involved in [organisation]?>” This was followed by a number
of questions and probes which were used to elicit further information or detail.®® These were
based within themes that the research sought to address: The thematic areas were: Motivations
and ldeology; The Physical Space; Internal Structures and Relationships; Artistic and Curatorial
Practices; External Relationships; Reception, Reflections and Aspirations. The thematic areas
within the interview were designed to elicit information across the areas of enquiry highlighted
within Sharon’s study: Basic organisational forms and major purposes; experiential and

ideological grounds for creating artist-run galleries; membership; decision making and

54 John W. Creswell, Research Design: Qualitative, Quantitative, and Mixed Methods Approaches, 3 ed.
(California, London, New Delhi, and Singapore: Sage, 2009), 203.
55 Sharon, "Artist-Run Galleries - a Contemporary Institutional Change in the Visual Arts," 3.
56 Creswell, Qualitative Inquiry and Research Design: Choosing among Five Approaches, 107; Van Manen,
Researching Lived Experience: Human Science for an Action Sensitive Pedagogy ; Andrew Abbott, Methods
of Discovery (New York and London: Norton, 2004 ); ibid.; Chaos of Disciplines (Chicago and London:
University of Chicago Press, 2001).
57 Creswell, Research Design: Qualitative, Quantitative, and Mixed Methods Approaches, 183.
8 Miles and Huberman, Qualitative Data Analysis: An Expanded Sourcebook. Creswell, Research Design:
Qualitative, Quantitative, and Mixed Methods Approaches, 183.
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organization of work; contacts with audiences; perceptions and actualities of success.>® At the

end of the interview, interviewees were asked if there was anything else they would like to add.

The ‘icebreaker’ question was designed to encourage a narrative format to the interview. Many
of the themes were spontaneously addressed by the interviewees who were given scope to
describe the phenomena according to their own subjective experience and to move between and
across the areas as they narrated this.®® This interviewee led process allowed for the possibility
of the emergence of ‘unexpected constituents’.®! This benefited the research by allowing for new
areas of exploration that provided an enhanced understanding of the experiences of the research

interviewees and therefore of the organisations.

Administering the Research

Interviews ranged from 60 to 90 mins. They were conducted face-to-face with one exception for
a respondent now based in the USA, which was conducted via Skype. The interviews were all
conducted either at the gallery or studio premises or in a private room within Trinity College
Dublin; the location was given as a choice to the interviewee in order that they could select the
setting in which they were most comfortable.®? The interviews were, with the permission of the
interviewees, digitally recorded. One exception to this is the interview with Bermingham and
Welch; due to availability constraints this was undertaken in a public place with significant
ambient noise, therefore the recording was unusable. As this problem was anticipated, notes
were taken during the interview which were then forwarded to both of the interviewees for

review, and if necessary, correction.

Following the interviews, the recordings were transcribed verbatim by the researcher and an
electronic copy of the transcript provided to the interviewee.®® The process aided the interview
itself in two key ways. Firstly, it served the purpose of facilitating the natural flow of the
interview; knowing that information could be clarified at a later date ensured that interviewees
did not get stuck on a given question or topic. Secondly, the anticipated return of the transcript

served an essential role in establishing a relationship of trust between the researcher and

%9 Sharon, "Artist-Run Galleries - a Contemporary Institutional Change in the Visual Arts."
0 Barbara Czarniawska, Narratives in Social Science Research (London, California and New Delhi,: Sage,
2004).
61 Donald E Polkinghorne, "Phenomenological Research Methods," in Existential-Phenomenological
Perspectives in Psychology, ed. R.S. Valle and S. Halling (New York and London: Springer, 1989), 49.
52 Hammersley and Atkinson, and Creswell, highlight the importance of the interview setting. This is both
concerned with the practical requirements of a suitable environment and due to the fact that location is
imbued with power dynamics. Hammersley and Atkinson, Ethnography: Principles in Practice, 149;
Creswell, Qualitative Inquiry and Research Design: Choosing among Five Approaches, 165.
83 For discussion on this practice see: Liz Forbat and Jeanette Henderson, "Theoretical and Practical
Reflections on Sharing Transcripts with Participants," Qualitative Health Research 15, no. 8 (2005).
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interviewee.  The promise of this opportunity was key in allowing the interviewees to be
confident that they could relax and speak openly and honestly. This helped minimise the potential

for them to restate official established narratives or speak for posterity.

Coding the Transcripts

The interview transcripts were analysed on an ongoing basis. Transcripts were initially annotated
to identify the thematic areas that structured the interviews and to also identify emergent areas
of interest. Once all of the interviews were completed these themes were collated and the full
set of interviews was again reviewed. Text pertaining to the identified areas was extracted,
grouped into themed categories, and made into separate documents. These documents were
then reviewed and descriptive units identified and annotated. These documents were utilised

alongside the original interview transcripts to drive the research analysis.

Exhibiting Artists’ Interviews

The purpose of this second interview set was to provide an augmenting study to the main
interviews. They provide indications of how some artists experienced the organisations, and thus
provide either a supporting or counter-narrative to the main sample. In selecting artists for
interview the criteria were set that all of the artists invited to participate should have exhibited
with at least two of the sample organisations, and that each organisation should be represented

at least three times in the potential artist sample.

Where records were available the organisations’ websites were consulted and cross referenced;
the type of information available from these sources was inconsistent across the organisations.
Once a potential artist was identified | did a further online search to find their C.V. or further
details about their exhibition histories; this allowed for the identification of further organisations
with whom they had exhibited. Finally, | sought to identify a means of contact either via their
personal published emails or via social media such as Facebook or LinkedIn. This process was
repeated until a potential sample of seventeen artists were identified and invited to participate;
nine artists agreed to participate. Collectively these nine artists had exhibited in thirty
exhibitions, including both group and solo exhibitions, across all of the organisations within the

study.®

The procedures regarding communicating the purpose of the study and obtaining consent were

previously outlined. The interviews were structured and comprised an opening discussion to

54 The breakdown of this is: Block T 6; Basic Space 3; PP/S 5; The Joinery 5; The Market Studios 3;
thisisnotashop 1; MTGS 2; MART 3; Ormond Studios 2.
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verify details, followed by four thematic areas for discussion: why exhibit with an artist-run space;
the process of getting an exhibition; the experience of exhibiting with artist-run spaces; general
reflections on artist-run spaces. A number of prompts were used to probe within each area
(Figure 7). These interviews were conducted via Skype, FaceTime, or phone. There was one
exception to this which was conducted face-to-face by request of the interviewee. The interviews
were approximately fifteen minutes in length. They were digitally recorded and then transcribed
by the researcher. The interviews were then anonymised and each given a reference letter
(letters are used to avoid confusion by the reader with the main sample interviews); they are

referred to as ‘Anon. Artist [letter]’. The interviews were then coded into thematic units.

The small sample size and selective sampling procedure means that this sample is not
representative of the overall experience of artists who exhibit with these organisations.
Undertaking this task exceeds the limitations of this as an augmenting study within a doctoral
thesis; rather it would require a dedicated study of its own.®® This challenges the ability to
hypothesise from this sample. However, the sample is of a sufficient size to recognise a number
of recurring narratives which allows for tentative suggestion of shared experiences. They are also
valid in providing a point of departure for critical analysis by providing either supporting or
counter-narrative to the opinions expressed in the interviews in the main sample. Thus, despite
the limitations, this augmenting study fulfils an important role within this thesis, in particular in

Chapter 2 in discussion of the activities of the organisations.

Methodology

This research engages a social constructivist paradigm. The subject of this research, ‘artist-run
spaces’, denotes three interrelated discussions of the character of the organisations: the identity
of the artist/individual, the action in which they are engaged, and the organisation which is
therein produced. This research looks to engage with all aspects of this and frames ‘artist-run
space’ as a ‘sociohistorical object’; that is, ‘as a relatively self-contained set of events, sequences,
patterns, or outcomes, rendered coherent by historical actors’ convergent invocation of them as

meaningful’.%®

85 This would require extensive research into the exhibition histories of the organisations, a significant task
due to the incomplete and ephemeral documentation of this, it would then require a larger sample of
potential artists. Furthermore, the selection of artists based on the information available online through
websites and the availability of contact details suggests that these are artists who have continued within
arts practice; for a comprehensive discussion, artists who discontinued their practice following exhibition
would also need to be included.
% John R Hall, "Where History and Sociology Meet: Forms of Discourse and Sociohistorical Inquiry,"
Sociological Theory (1992): 185.
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The research seeks to understand the object of enquiry through the situated knowledge of
multiple actors through which it explores the particularities and specificities of experience.®” This
is important as ‘[t]he presence of common practices can mask diversity in enactments’; this
diversity is uncovered through the reflections of interviewees.®® Critical reflection upon the
observed patterns provides an expanded critique of both the commonalities between and
specificities within these organisations.®® In doing so it seeks to provide ‘explanation’ of the

phenomenon of study.

The research draws on sociological methods, however it is framed as an art-historical

undertaking. As stated by Robertson:

Whatever else artist-run activity is or has been that is worthy of study, it is
situated and re-situated within a functioning discourse of art-making and

art history’.”®

Additional perspectives from organisational theory, and cultural policy are also engaged within
this research thesis. Friction in the relationship between some of these disciplines has been noted
by a number of scholars.”? However, the combining of multiple perspectives has also been
theorised as positioning the researcher as a bricoleur.”? Rogers defines that, ‘Bricoleurs allow for
dynamics and contexts to dictate which questions get asked, which methods to employ and which

interpretive perspectives to use’.”® Such an approach adds ‘rigor, breadth, complexity, richness

57 Haridimos Tsoukas and Mary Jo Hatch, "Complex Thinking, Complex Practice: The Case for a Narrative
Approach to Organizational Complexity," Human Relations 54, no. 8 (2001): 998.
%8 patricia Bromley, Hokyu Hwang, and Walter W Powell, "Decoupling Revisited: Common Pressures,
Divergent Strategies in the Us Nonprofit Sector," M@n@gement 15, no. 5 (2013): 470.
89 Tsoukas and Hatch, "Complex Thinking, Complex Practice: The Case for a Narrative Approach to
Organizational Complexity," 1000.
70 Robertson, Policy Matters: Administrations of Art and Culture, 1.
71 Alfred Kieser, "Why Organization Theory Needs Historical Analyses—and How This Should Be
Performed," Organization Science 5, no. 4 (1994); Philip Abrams, "History, Sociology, Historical Sociology,"
Past & Present, no. 87 (1980); Anna Greenwood and Andrea Bernardi, "Understanding the Rift, the (Still)
Uneasy Bedfellows of History and Organization Studies," Organization 0, no. 0 (2013); Pierre Bourdieu,
Sociology in Question, vol. 18 (Sage, 1993); Hall, "Where History and Sociology Meet: Forms of Discourse
and Sociohistorical Inquiry." For further discussion, and a survey of approaches to art and sociology, see
Eduardo de la Fuente, "The "New Sociology of Art': Putting Art Back into Social Science Approaches to the
Arts," Cultural Sociology 1, no. 3 (2007).
72 Norman K Denzin, "Romancing the Text: The Qualitative Researcher-Writer-as-Bricoleur," Bulletin of
the Council for Research in Music Education (1994); Norman K Denzin and Yvonna S Lincoln, Handbook of
Qualitative Research, 2 ed. (California, London, New Delhi, Singapore: Sage, 2000); Joe L Kincheloe,
"Describing the Bricolage: Conceptualizing a New Rigor in Qualitative Research," Qualitative Inquiry 7, no.
6 (2001); Matt Rogers, "Contextualizing Theories and Practices of Bricolage Research," The Qualitative
Report 17, no. 48 (2012).
73 "Contextualizing Theories and Practices of Bricolage Research," 6.
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and depth’.”* By engaging with multiple disciplines a more saturated understanding of the subject

emerges.

Consistent with the approach of the bricoleur is that of ‘theoretical eclecticism’.” Here multiple
theoretical schemas are used ‘as tools that allow us to reflect on reality from a distance and to
imagine alternative possibilities, rather than as grand narratives that explain social reality in
totality’.”® Thus the research does not provide a ‘reading’ of artist-run spaces through a specific
theoretical lens but utilises different theories as heuristic tools to probe and further develop

discussion and to stimulate reflexivity. These are introduced as discussion progresses.

Review of Literature

This section gives an overview of the literature identified relating to artist-run exhibition spaces.
As will be demonstrated, this is limited and especially so within the Irish context, a factor which
highlights the importance of the current project. For the most part the history of artist-run spaces
is telegraphed via fractured and tangential inclusion within broader discussions of arts and

cultural movements of a given period. However a number of dedicated texts were also identified.

International Literature

The primary source of literature available was catalogues of artist-run spaces in a particular locale
or period often accompanied by reflections by those contemporary to the period. For example,
Rosati and Staniszewski’s Alternative Histories: New York Art Spaces 1960 to 2010, and Ault’s
Alternative Art New York: 1965-1985 are of note.”” Chang et al’s publication decentre: concerning
artist-run culture provides critical reflections on artist-run organisations from primarily, although
not exclusively, a Canadian perspective.”® Detterer and Nannucci’s Artist-Run Spaces limits the
scope of enquiry to the 1960s and 1970s and takes a broader international approach.” A further
publication Artist-Run Europe Practice/Projects/Spaces is anticipated for publication; the
publication is edited by Mark Cullen and Gavin Murphy who are Directors of PP/S and are

participants in the current research.

74 Denzin and Lincoln, Handbook of Qualitative Research, 6.
75 Kari Karppinen, Hallvard Moe, and Jakob Svensson, "Habermas, Mouffe and Political Communication: A
Case for Theoretical Eclecticism," Javnost-The Public 15, no. 3 (2008).
78 |bid., 18.
77 Ault, Alternative Art, New York, 1965-1985: A Cultural Politics Book for the Social Text Collective; Rosati
et al., Alternative Histories: New York Art Spaces, 1960 to 2010.
78 Elaine Chang et al., eds., Decentre: Concerning Artist-Run Culture (Toronto: YYZ Books, 2008).
7 Detterer and Nannucci, "Artist-Run Spaces."
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A limited number of monographs on particularly prominent individual spaces were also identified
for example 112 Greene Street: The Early Years (1970-1974) by Jessamyn Fiore, and John Burges

et al’s personal account City Racing: The Life and Times of an Artist-Run Gallery, 1988-1998.%8°

The recent interest in producing these accounts can be seen in part stemming from the fact that
the value of these organisations has perhaps only been fully recognised retrospectively.
Secondly, and related to this, the lack of documentation on many of these organisations and a
lack of archiving of ephemera means that oral histories form an integral source of information,
and one which is time limited, thus there has been an increased interest in archiving both the
histories and ephemera on these organisations.®! While these accounts provide interesting

background context for this research they have limited direct applicability at the critical level.

Until recently Jeffri and Sharon each provided the main critical texts for consideration, and remain
of relevance to researching artist-run exhibition spaces; both examine organisations in America.®?
Sharon’s account draws on qualitative interviews and explores the ‘organization, operations and
viability of visual artist-managed galleries in the San Francisco and Santa Cruz areas of California
as an alternative to the established organization of the art market’.®3 The account is published in

1979 and examines organisations contemporary to that time.

Jeffri’s research was published the following year and takes a broader look at emerging arts
organisations across disciplines; the account focuses on New York tracing the development of
organisations from the Tenth Street emergence and through the 1970s, and she is concerned with
management, survival and growth within the organisations.®* Focus on the lifecycle of the
organisations, and on the structural and operational concerns, intersects with the areas of
discussion that arise from the current research; this informed the interests and approach of this
analysis and, as previously outlined, Sharon’s methodology has been of influence in structuring

the current research.

Sharon’s account is particularly useful as, while it highlights the work undertaken by these
organisations, it also, in parallel, questions some of the narratives that are entrenched within

discourse on artist-run spaces. The first is regarding the avant-garde nature of the art work shown

80 Jessamyn Fiore, 112 Greene Street: The Early Years (1970-1974) (New York: Radius Books, 2012); John
Burgess et al, City Racing: The Life and Times of an Artist-Run Gallery (London: Black Dog Publishing,
2002)
81 Cooke, "Art Ephemera, Aka "Ephemeral Traces of 'Alternative Space': The Documentation of Art Events
in London 1995-2005, in an Art Library."
82 Jeffri, The Emerging Arts: Management, Survival, and Growth; Sharon, "Artist-Run Galleries - a
Contemporary Institutional Change in the Visual Arts."
83 "Artist-Run Galleries - a Contemporary Institutional Change in the Visual Arts," 3.
84 Jeffri, The Emerging Arts: Management, Survival, and Growth.
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in such environments; while it is certainly true that there is historical precedence for this claim,

Sharon highlights that this is not always the case. She states:

It is not unlikely that the art shown in these galleries represents future, not
yet acceptable, trends in art; but it is also quite possible that the
explanations that the artists have for being rejected by the established

gallery/museum system are self-deluding.

She also questions the ideological claims by some of the artists in her study regarding the

rejection of the mainstream and commercial institutions in light of the fact that there was not,

within her study, evidence of successful artists continuing to engage primarily with this

organisational format. Finally, she highlights that there exists ‘[un]resolved ambivalence toward
7 86

audiences and competitive feelings among the artists’. All of these themes are addressed

within this research thesis in regard to the sample organisations.

Reports provide a more contemporary focus. Two Canadian Reports are of note. The first is the
2011 The Distinct Role of Artist-Run Centres in the Canadian Visual Arts Ecology (2011) (known as
the Burgess Report) which was commissioned by the Canada Council for the Arts, and
Understanding Canadian Arts Through CADAC Data: A Portrait of 75 Artist-Run Centres by the
Council’s Research and Evaluation Section.?” The former report traces the historical development
of artist-run centres, identifying four key characteristics to define the role of these organisations
within the Canadian context: self-determination and artistic experimentation, collaboration and
networking, a grounding in larger social movements, and a more recent trend towards increasing

professionalisation.®® Their findings considered that:

ARCs play a central role in the overall ecology, supporting the production
and critical advancement of emergent artistic practices and contributing to

the development of the careers of artists.?°

These findings are relevant as there is significant resonance with the findings of the current
research. The second report comprises a quantitative analysis of organisations that receive

recurrent funding from the Visual Arts Section of the Canada Council. It provides a statistical

85 Sharon, "Artist-Run Galleries - a Contemporary Institutional Change in the Visual Arts," 10-11.
8|bid., 25.
87 Marilyn Burgess and Maria De Rosa. "The Distinct Role of Artist-Run Centres in the Canadian Visual Arts
Ecology." MDR Burgess Consultants, 2011; Canada Council for the Arts. "Understanding Canadian Arts
through Cadac Data: A Portrait of Artist-Run Centres." Online, 2015.
88 Burgess and Rosa, "The Distinct Role of Artist-Run Centres in the Canadian Visual Arts Ecology," 5.
8 Ibid., 7.
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breakdown of economic aspects of the organisations and audience access and participation.
While this report is of interest and provides context to the enquiry its direct application is more
limited. It would however be of interest to a potential extension of the research with regard to

the areas of financial sustainability and public finances.

Two further commissioned reports are from England. Both are authored by Susan Jones and
funded by the Arts Council of England. In Measuring the Experience: a study of the scope and
value of artist-led organisations Jones highlights impacts of participation on audiences, artists,
and the arts environment.®® For artists these impacts include creative independence and self-
determination, and the development of professional status and information networks. This

echoes earlier outlined comments from the Burgess Report. Jones perceives that:

—the work of artist-led organisations is valuable to the arts environment
because it is perceived as being experimental and innovatory, and

therefore as filling gaps in the existing range of visual arts provision.*!

Drawing on this research, the second report Roles and Reasons, The Scope and Value of Artist-
Led Organisations provides case study overviews of a number of UK based artist-run groups.
These reports are of particular interest due to their geographic and historic proximity to the

sample.

Finally, two independently produced reports from the UK are of note although they are not
exclusively concerned with artist-run organisations: Size Matters: Notes Towards a Better
Understanding of the Value, Operation and Potential of Small Visual Arts Organisations by
Thelwall (2011), and the subsequent Value, Measure Sustainability: Ideas towards the future of
the small-scale visual arts sector by Nesbitt (2012).9 Nesbitt’s report is a critical discussion drawn
from a symposium comprised of organisational directors, which took Thelwall’s report as its point
of departure. Both research reports were published by Common Practice which describes itself
as ‘an advocacy group working for the recognition and fostering of the small-scale contemporary

visual arts sector in London’.>* The member organisations of Common Practice include, but are

%0 Susan Jones, Measuring the Experience: A Survey of the Scope and Value of Artist-Led Organisations
(Susan Jones, 1996).
 Ibid., 4.
92 "Roles and Reasons: The Scope and Value of Artist-Led Organisations." Susan Jones and AN
Publications, 1997.
93 Rebecca Gordon Nesbitt. "Value, Measure, Sustainability: Ideas Towards the Future of the Small-Scale
Visual Arts Sector." London, 2012; Sarah Thelwall. "Size Matters: Notes Towards a Better Understanding
of the Value, Operation and Potential of Small Visual Arts Organisations." London, 2011.
9 Common Practice, "About," http://www.commonpractice.org.uk/home/.
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not limited to, artist-run spaces and this is reflected in the scope of organisations are included

within these two research reports.

Echoing the previously outlined reports, Thelwall finds that the approaches of small
organisations, like artist-run spaces, ‘are as vital to a healthy visual art ecosystem as those of

> The report identifies the need to reconstitute the definition of ‘value’

larger institutions’.’
through which organisations are measured, claiming that the dominant understanding of value
as engaged through social policy does not account for the specific and unique value of these
organisations. She identifies four areas in which ‘value accrues over the lifetime of an object or
idea’: artistic, social, societal and fiscal.®® She calls this ‘deferred value’. As they are often situated
at the beginning of this lifetime small organisations often appear less successful, as their value is

neither overtly visible nor measurable at that stage.®’

These international sources have informed this thesis through providing important background
research. They have provided an important basis for critical reflection within the preparation of
this thesis and in identifying a number of themes that intersect with the research. As will be
demonstrated below there is limited research available on Irish artist-run exhibition spaces,
therefore these international sources are used on occasion within the thesis, in conjunction with
primary research on Irish historical examples, to give general context to some of the findings of
the research in order to consider if experiences are specific to the Irish example or are more
typical of the artist-run model and experience. However, as it is beyond the scope of the current
research to undertake a fully comparative international study, the direct application of these texts

within the text of this thesis, in some instances, is limited.

Irish Literature

There was limited literature and research on artist-run exhibition spaces within the Republic of
Ireland. The recent publication Generation: 30 years of creativity at Temple Bar Gallery and
Studios is of note; the book presents the history of the organisation since its inception in 1983.%®
This book was particularly useful in providing a history of TBG+S, as is given in Chapter 1, and for

providing comparative insights into this preceding organisation.

% Thelwall, "Size Matters: Notes Towards a Better Understanding of the Value, Operation and Potential of
Small Visual Arts Organisations," 6.
% |bid., 7, 24-26.
% Ibid.
% Temple Bar Gallery and Studios, Generation: 30 Years of Creativity at Temple Bar Gallery and Studios
(Dublin: Temple Bar Gallery and Studios, 2013).
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Only one published scholarly text was identified, a 2006 study by Byrne et al. on artist-
cooperatives.®® The study considered seven organisations that were operating as cooperatives;
of these five were under one year old and only three had gallery spaces.’® Thus, the substance

of this study is of limited application to the current endeavour.

Another academic source was post-graduate dissertations. This indicates both the growing
interest in the area and the increased value of this developing field of research. No doctoral
studies were identified on the subject; however two unpublished master’s dissertations were
identified from University College Dublin’s MA in Arts Management and Cultural Policy. Rayne
Booth’s 2007 study ‘Sustainability in Artist-Run Gallery Organisations: Is Public Funding the
Answer’ and Samantha Keely’s 2013 ‘Supporting Artist-led Activity in Ireland’.}®! Both studies
utilised a qualitative approach to explore the relationship with the ACI from a policy perspective.
While both of these studies are limited in length, circa ten-thousand words, they provide

interesting intersections with the current study.

Booth case studies five galleries. All but G126 are based in Dublin, and two of them, MTGS and
PP/S, are also within this study. Her focus on management structures and funding is of relevance
to the same interests within the current research. Keely’s 2013 dissertation is based on four
interviews. These include participants in two artist-run organisations, Claire Doyle (Head of Visual
Arts, ACl), and myself (in my capacity as an academic researcher); as | participated in this study
its application within the current research will be curtailed in order to avoid circularity. Her focus
was to explore the relationship of these organisations with the ACI, including but not limited to

funding.

Of particular interest in these two studies are interviews undertaken with Claire Doyle, Head of
Visual Arts at the ACI. Doyle did not respond to invitations to participate in the current research
and so it has not been possible to represent the views of the ACl in response to topics arising from

the interviews. Thus, these dissertations provide a useful alternative secondary source.

% Noreen Byrne, Bridget Carroll, and Michael Ward, "Artists' Co-Operatives and Their Potential to
Contribute to the Development of the Visual Arts Sector in Ireland," Review of International Cooperation
99, no. 1 (2006).
100 Of these Blue Umbrella Gallery in Kerry, the Crow Gallery in Dublin, and Limerick Printmakers in
Limerick had gallery space. Of these only Limerick Printmakers, at the time six years old, had been in
operation for over a year.
101 | ola Rayne Booth, "Sustainability in Artist-Run Gallery Organisations: Is Public Funding the Answer?.";
Samantha Keely, "Supporting Artist-Led Activity in Ireland" (University College Dublin, 2013). It is of note
that both of these individuals were involved in MTGS. Booth was an organisational founder and involved
in the organisation at the time of her research, and is an interviewee within the current study; Keely was
involved in the organisation, as an intern, in the period preceding her research.
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The key source of information within the Irish context is the recent report FOOTFALL: Articulation
the Value of Artist Led Organisations in Ireland (2015), funded by the ACI.1> FOOTFALL explores
eleven organisations nationally; three of these are also included within the current research, Basic
Space, Block T, and PP/S. As the information presented within this report is anonymised, and due
to the cross over in the sample it is not possible to combine data as this would lead to potential
bias. Data was collected for the FOOTFALL research via video call interviews and questionnaires
and via symposium discussion. The report was published during the course of the current

research and shares several key objectives. As outlined in the report:

[T]he FOOTFALL report outlines the reasons why artist led organisations are
established, how they are run and the type of work they do. Those
perceived to benefit from this work, and the inherent value of such

activity[.]*%

This has direct intersections with the outlined aims and objectives of the current research.

The two research items share interests at multiple points and are complementary to each other’s
purposes. The national scope of the FOOTFALL report, provides additional context to the current
research. Additional areas of research included within the report, for example audience surveys,
provide useful supplementary information. The extended interviews undertaken as part of the
current research provide additional complexity and depth to the discussion identified within the
FOOTFALL report. This provides both additional qualitative data and also allows more scope for
the narrative development of the history of the organisations from participant’s perspectives.
The enquiry into a specific geographic locale also allows for an in-depth exploration of local
conditions. Relevant details of this report will be explicated as discussion progresses throughout

this research.

Overview of the Thesis Structure

Following this Introduction, the thesis is organised into four thematic chapters, followed by a

Conclusion. Each chapter contributes to understanding the modus operandi of the organisations.

The first chapter examines the emergence of the organisations. This Chapter draws on archival
sources, desk research, and interviews to construct a narrative of the establishment of the sample

organisations, and the emergence of a field of activity. This provides an important insight into

102 Joanne Laws. "Footfall: Articulating the Value of Artist Led Organisations in Ireland." 126 Artist-Run
Gallery, Galway, 2015.
103 |bid., 7.

32



the development of the phenomenon at field level, introduces the sample organisations, and
considers why they were established and the major purpose to which they are oriented. This
information is important in establishing a new art-historical platform of knowledge, which

provides a background to and basis for enquiry in subsequent chapters.

Chapter 2 focuses on the activities of organisations with a primary focus on exhibition activities.
This includes examination of the structures and processes around the programming and
curatorship of the spaces, and considers the role that they play within the careers of artists. The
chapter examines how and why practices change over time. This chapter is key to understanding

the delivery of art within these organisations.

Chapter 3 is concerned with how the organisations are structured and operated. This includes
issues of legal governance, decision making, and the organisation of work. The chapter also
analyses the impacts of participation for individuals within the management of these
organisation. This chapter is important as it is through these structures and processes that the
social and artistic goals of the organisation are facilitated, thus understanding this dimension is

vital to understanding the modus operandi of the organisations.

Chapter 4 examines the financial aspects of the organisations, it outlines their key financial
sources. In discussion of grant income a particular focus is given to the relationship of the
organisations with the ACI. The issue of resource dependency is explored. The chapter considers
issues of sustainability as it relates to both finances and the need for secure premises. Finally the
chapter provides critical reflection on the closure of a number of the sample organisations during
the research period. The issues identified within this chapter are important in understanding the

challenges that the organisations face and that impact upon their ability to undertake activities.

The Conclusion chapter brings together and reflects on the main findings of each chapter, it
highlights the importance of the research and the ways in which the thesis makes a novel

contribution to knowledge on this topic, and finally it identifies areas for future research.
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Chapter 1: The Emerging Field of Artist-Run Spaces in
Dublin.

The focus of this research is artist-run exhibition spaces, known as artist-run spaces, in Dublin in

the period from 2005 to 2015. In order to understand how these organisations emerged and
functioned in their socio-historical context, individually and collectively, this chapter starts with
an overview of the field prior to 2005 and also of the broader environment of such organisations
at a country-wide level. Collectively, such overviews allow for the identification of field level
patterns that provide context to the enquiry. Here field is defined as indicating a domain of similar
activity occurring within the city of Dublin; the question of whether there is cohesiveness to this

field is one which is addressed within this chapter.

To enable a chronological understanding of how the field evolved, a synopsis of each of the
organisations within this study are addressed in order of their establishment. These accounts
provide a platform which will be developed in the ensuing chapters. Next the chapter considers
the stated and potential rationale for the pattern of the emergence of the field. Given that the
sample represents a significant proportion of the field with Dublin during this period, these
accounts collectively present vital insight into factors of influence. This section draws on both
interviews and on broader contextual socio-economic factors to inform the analysis. The stimuli
to the development of the field are identified as a combination of factors including an imbalance
between supply and demand, an increase in density and visibility which promotes the occurrence
of these types of enterprise, and access to buildings providing opportunity. Finally, the chapter
reflects on the cohesive or fragmented nature of the field both in geographic terms and in respect

of inter-organisational engagement.

Precedents of Artist-Run Space in Dublin

As the focus of this thesis is artist-run exhibition space in Dublin, only precedents of this specific
model are examined. Other artist-run activities such as studio only groups and cooperatives,
exhibiting organisations, one off projects, and curatorial groups do not form part of this account
as to include them would require a deviation from the main focus of the thesis which concerns
organisations that run exhibition space on an ongoing basis. The focus on organisations in the
late twentieth century allows for the discussion to focus on the context that is directly relevant

to the emergence of the sample organisations.
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At the outset of the research process, an archival and web-based survey of historic activity in the
field was undertaken; reflecting the sample criteria, this survey used the basic criteria that the
organisations must identify as artist-run and have an exhibition space for use of artists beyond
resident studio members or the management members. As shown in Figure 8, the earliest
established organisation identified through this search was the Project Arts Centre in 1966; only
six further organisations were identified via this method within the subsequent thirty years. This
indicates a low level of activity and indeed artist-run exhibition spaces are conspicuously absent
from press coverage. For example, White’s 1983 Circa review of gallery and exhibition spaces in

4 Such omissions do not confirm

the Republic of Ireland does not mention any such initiatives.®
the absence of these enterprises, but it may be that they were not considered notable enough to

warrant mention. However, the evidence as a whole suggests that there was limited activity.

It seems that a decade later, this type of organisation had become more visible. For example, in
1993, journalist John Farrell, writing in the Sunday Press, observed a ‘sudden flourishing of
galleries and exhibition spaces’ and stated that ‘it now seems that hardly a week goes by without
some disused church or basement being renovated to receive ever-newer artists’.1®® The
Basement Gallery and Brownes Gallery were identified as such initiatives, while The Accidental
Gallery described itself as a ‘mobile exhibition space’ and utilised a succession of spaces.!®
However, despite Farrell’s observation, there is limited remaining record of further groups. The
evidence suggests that activity in the form of sustained initiatives offering exhibition

opportunities remained sparse and one-off exhibitions or temporal or transient forms of

exhibition space have been the primary model of artist-run exhibition historically within Dublin.

Of those organisations identified in Figure 8 as established prior to the timeframe of this thesis,
three had a lifespan of one year or under while the other four survived and are therefore relevant
to this research. Of these PP/S is included within the main research sample, Broadstone Studios
declined participation. As previously explained, PAC and TBG+S are not included as cases within
this research but are nonetheless relevant to understanding the broader field of artist-run activity

within Ireland; a synopsis of their histories is outlined below.

104 Nicola White, "Gallery and Exhibition Spaces in the Republic of Ireland," Circa (1983).
105 John Farrell, "Second Showing for Students' Work Pays Off," The Sunday Press, 01/08/1993.
106 Tom McDonough, "Working Girls Making Waves," ibid., 21/02/1993; The Accidental Gallery, "Press
Release," news release, 1992; Anne-Marie Smyth, "Roving Gallery Must Take to the Road One More
Time," The Evening Press, 1992.
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Project Arts Centre and Temple Bar Gallery and Studios

Understanding of the operations of Project Arts Centre (PAC) and Temple Bar Gallery and Studios
(TBG+S), in the account below, is drawn from press accounts of the organisations’ development
and from their websites. In addition, the previously outlined text Generation published by TBG+S
in 2013 is also used. These institutions provide useful points of reference against which to

consider the practices of the sample organisations.

PAC evolved from an initial plan, by theatre practitioners Jim FitzGerald and Colm O'Briain, to
produce a single play in 1966.1%7 These early plans expanded to become a three week festival,
known as Project 67, at the Gate Theatre in Dublin incorporating ‘experimental music, visual arts,
seminars, children’s theatre and a hot debate on censorship’.1® The success of the festival
prompted O’Briain to establish Project Gallery as an artists’ cooperative and he held the position
of Chairman until 1973; the other founding members were artists John Behan, Michael Kane, John
Kelly, and Charles Cullen, who had exhibited in Project 67.1%° The ambition was to ‘establish a

permanent alternative centre for the performing and visual arts’.1%°

Project Gallery was originally located on Lower Abbey Street, initially on the second floor of an
engineering premises and then, in 1969, in the basement of the YMCA.?! The programme was
here expanded to include film screenings and plays and the organisation was renamed The
Project Arts Centre. In 1972, they moved to a disused factory on South King Street and, in 1974,
to former printing works on East Essex Street in the Temple Bar district of Dublin. Apart from
temporary evacuation following a fire in 1982, and fifteen years later for renovation, they have
occupied the same site for over forty years. The current venue consists of a ground floor gallery
space which is internally curated, and two multi-purpose spaces with seating capacities of ninety
and two-hundred and twenty respectively, as well as additional facilities such as dressing rooms,
and a bar.’? The PAC website states that the organisation ‘has developed from a voluntary, artist-

led cooperative to the current structure of a full-time artist-driven company’.!*3

107 \/ictor Merriman, "‘As We Must’: Growth and Diversification in Ireland’s Theatre Culture 1977-2000,"
in Oxford Handbook of Modern Irish Theatre (2016).
108 project Arts Centre, "About Us," http://projectartscentre.ie/about-us/.
109 Barry Houlihan, Maire Ni Chonallain, and Luke Kirwan, "Collection List No. 152 Project Arts Centre
Papers," (National Library of Ireland, 2009); Aidan Dunne, "The Great White Hope," The Irish Times,
17/09/2002; Merriman, "‘As We Must’: Growth and Diversification in Ireland’s Theatre Culture 1977—-
2000."; Anon, "Radical Renovation for Artists' Centre," The Irish Times, 09/05/2000.
110 project Arts Centre, "About Us".
111 |bid.
112 | bid.
113 | bid.
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Temple Bar Gallery and Studios (now TBG+S) was originally established in 1983 as a multi-
disciplinary centre called The Temple Bar Centre. Founder Jenny Haughton was a young arts
administrator who had recently returned to Dublin following an internship with the Franklin
Archive and Performance Gallery in New York.'* Although Haughton was not an artist the
organisation is at the outset and on a continuing basis considered to be artist-run as although it
engages an administrative structure which includes non-artists, at the governance level it is a
membership-driven organisation overseen by a board of directors that was initially comprised of,

and continues to include, artist studio members.'*®

TBG+S was initially set up in a four storey disused shirt factory in the Temple Bar district of Dublin;
in 1994, as part of the redevelopment of the area the site was developed and extended. The
organisation benefited from a purpose-built premises comprising thirty artists’ studios and a

street level gallery space.?®

The gallery currently hosts five exhibitions a year; the programme is focused on Irish and
international artists ‘who are at pivotal points in their career and who demonstrate a coherent
contemporary artistic practice’.’'” In 2013, the Irish Times declared TBG+S to be Ireland’s ‘Best
Gallery’ citing its ‘public presence’ which ‘brings challenging contemporary art unignorably onto

the streets of Dublin with its glass fronted gallery space’.!*

As explained in the introduction, TBG+S is of particular interest as a point of comparison.
Additional details of its development are included throughout the thesis, as the analysis unfolds,

when it intersects with issues arising from the sample organisations.

Artist-Run Spaces, 2005-2015

While Dublin is the primary focus of this research, it is useful to briefly consider activity on a
country-wide level during the period of study in order to provide additional context to the
discussion; information for this purpose was compiled in 2011 and the forthcoming discussion is
representative of the field at the initiation of the research undertaking. Consistent with the

preceding discussion, there continue to be limited records of activities, and short-term initiatives

114 Temple Bar Gallery and Studios, Generation: 30 Years of Creativity at Temple Bar Gallery and Studios,
32.
115 1bid., 11, fn15. For list of current board members see: "Information: Our Board,"
http://www.templebargallery.com/info/about/board.
116 Generation: 30 Years of Creativity at Temple Bar Gallery and Studios, 13, 130; "Our History,"
http://www.templebargallery.com/info/about/history.
117 "Exhibitions: Gallery Policy," http://www.templebargallery.com/gallery/policy.
118 Generation: 30 Years of Creativity at Temple Bar Gallery and Studios, 178.
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may be undocumented. Thus, while the account here is indicative of the levels of activities in the

field, it is not exhaustive.

In 2011, twenty-six organisations were identified country-wide as consistent with the selection
criteria of this research, detailed in Figure 9. lllustrating this, the country-wide population is
represented in graph form in Figure 10.1*° This illustrates the population at any given time during
this period, as well as the number of new organisations. Country-wide there was a rapid increase
in the numbers of artist-run spaces, from six in 2005 to twenty-three in 2011. Dublin-based
spaces accounted for a large proportion of these figures, fourteen of the total twenty-six
identified, and therefore have a significant impact on these identified patterns. However, if the
Dublin and non-Dublin spaces are considered independently the same pattern emerges. This is
of significance to note and it raises the question as to whether the same conditions that
influenced the growth of this field of activity in Dublin at this time were also applicable country-
wide. These patterns provide additional context to this research, however the limitations of this
research as a doctoral thesis restrict the ability to explore this question, it does however indicate

an area where the research could be extended.

The dominance of Dublin as a site for activity is supported by figures published in the FOOTFALL
report, in 2005; here thirty spaces were identified in Ireland of which thirteen were in Dublin.®
The later date of their survey and differences in selection criteria account for the discrepancies
between the two sets of figures. However, this point of reference is useful in validating the
representativeness of the figures compiled for this thesis. The dominance of one locale is not
unexpected and in a 1999 article reviewing research by sociologists, economists, historians, and
geographers Menger observes that artist activities typically ‘show a very high level of spatial
concentration in a few locations or even in one dominant city in each country’.*?! The higher
concentration of these organisations in the capital city is unsurprising, not least because it hosts
a higher portion of third level arts institutions than any other city in the Republic and, as outlined
later in this chapter, these enterprises are typically established by recent graduates. The

dominance of Dublin as a locale for these organisations supports the focus of this research on this

city.

119 This includes three additional organisations Four Gallery, Joy Gallery, and One Gallery. These were
peers to the main sample but did not fulfil the sample criterion to be operational in some form at the
time of survey.
120 | aws, "Footfall: Articulating the Value of Artist Led Organisations in Ireland," 2.
121 pjerre-Michel Menger, "Artistic Labor Markets and Careers," Annual Review of Sociology 25, no. 1
(1999): 541, 549.
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The historic low level of incidence of artist-run spaces in Dublin has been identified earlier in this
thesis; this continues into the new millennium until the identified increase from 2005. Following
the initial survey of activity undertaken for this research, in 2011, the Dublin field was monitored
until 2015, the research period 2005 to 2015, is illustrated in Figure 11. Writing for Circa in 2005,

artist Alan Phelan laments:

What marks Dublin as different from other similar sized cities
[internationally] is that there are very few artist-run spaces. For whatever

reason these simply have not developed in a sustainable way.??

He notes the recent Pallas Heights, a project by PP/S, as an exception to this and lists Gallery for
One, Broadstone Studios, and Mother’s Tankstation as upcoming initiatives. In 2006, journalist
Billy Leahy adds Attic Gallery and Gallery Four [sic] to this list. He locates these as select examples
amid what he describes as ‘a mushrooming of new, innovative gallery spaces around Dublin’.??
This supports the pattern of increased activity presented in Figure 11 and suggests that the
pattern may in fact have been further pronounced if information were available on further

unnamed initiatives. As is seen in Figure 11 the increase in population continued incrementally

until 2013.

Neither ‘pop-up’ style space nor individually run initiatives, are the focus of the study. However,
they are noted in order to observe a pattern of significant levels of enterprise in congruent
activities during the mid to late aughts. This provides a broader cultural context to the ongoing
enquiry. As shown in Figure 12, the trend of increased activity in the artist-run field is further
emphasised if additional initiatives in Dublin that were established by an individual are included.
They include: Flood (2008) Paul McAree, Talbot Gallery (2005) Elaine Grainger, Mother’s
Tankstation (2006) Finola Jones, Gallery for One (estimated 2005) Vaari Claffey, Irish Museum of
Contemporary Art (2007-ongoing) Kay Bear Koss, and Common Place Studios (2007-ongoing) Sally
Timmons.'* There is also observed a boom in ‘slack’ space or temporary gallery initiatives circa

2012.1% While, as observed, this activity has persisted historically it proliferates during this period

122 Alan Phelan, "Exhibiting in Dublin — Closed Shop, Open Door or Back Alley?," CIRCA 113, no. Autumn

2005.

123 Bjlly Leahy, "A New Time," in The Village (2006).

124 The inclusion of Mother’s Tankstation as an individually run initiative was addressed in the

Introduction. The date given for Gallery for One is given in estimate based on the date of references that

could be found to the initiative, no records of the date of operation itself was found, attempts to confirm

details from Claffey were unsuccessful.

125 The term ‘slack space’ is an appropriated term that was originally used to describe wasted or unused

space on a computer’s hard-drive; within the appropriated use it indicates premises such as vacant shop

fronts that are not in use for their primary purpose and are engaged as arts spaces in the interim. For a

discussion of slack space see: Annette Moloney, "Art in Slack Spaces," (Online: Annette Moloney, 2010).
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not least through initiatives such as PrettyvacanT Dublin (2009), a project by artists Louise
Marlborough and Philip Rowley, and Dublin City Council’s (DCC) Vacant Space Initiative which was
launched in December 2011 by Dublin City Arts Officer Ray Yeates.!?® Both initiatives sought to
increase artists’ access to unused space in the city, largely on a short-term basis. This is in addition

to similar spaces that were sourced directly from private landlords by the artists.

Overview of the Sample Organisations

This section outlines the educational and occupational background of the founding members,
how they are connected with the other founding members of their organisation, and details about
their physical premises. It emerges from discussion that the majority of the founders had a formal
arts-based qualification, although this was not exclusively fine or visual arts, but that few had
prior experience of working in arts organisations or running businesses. An unexpected finding
is that the founders were on occasion only loosely connected with the other founding members
of their organisations. This is discussed further following the organisational outlines. For
convenience, a reference list of founders and date of establishment of each organisation is given
in Figure 13, and to demonstrate the geographic patterns that will be considered in some detail

later a map of the locations of the organisations within the city is given in Figure 14.

Pallas Projects/Studios

Pallas Studios, now Pallas Projects and Studios or PP/S, is the only organisation within the sample
group which existed prior to 2005 and was included in the earlier historic figures.?” It was
established in 1996 by Brian Duggan and Mark Cullen, both of whom graduated in 1995 having
studied Fine Art at Cork Institute of Technology (CIT), and Crawford College of Art and Design,
with Cullen completing his studies at the National College of Art and Design (NCAD).*?® PP/S have
been resident in a wide variety of spaces. They started in the floors above a knitwear factory on
Foley Street, Dublin 1, from which they took their name. The space was primarily used as studios
and as a ‘place to launch projects from’ with occasional exhibitions on site.’?® They held this space
for five years, simultaneously with a number of exhibition spaces. From 2003 to 2007, they

undertook a project named Pallas Heights based in Sean Tracey Flats, in Dublin 1, which had been

126 prettyvacanT Dublin, "About Us," http://www.prettyvacantdublin.com/content/about-us. Dublin City
Council Arts Office, "Vacant Spaces," http://www.dccartsoffice.ie/vacant-spaces/. For discussion of
Slack/Vacant Spaces see Moloney, "Art in Slack Spaces."; Emma Loughney, "Long-Lerm Let," in The Visual
Artists' Newsheet (2012).
127 Details of the history of the various premises were provided in interviews and correspondence; these
spaces are placed in chronological order, however the exact dates for all of the spaces were not available.
Mark Cullen, Email correspondance with author, (27/07/2016).
128 Brian Duggan, "Brian Duggan," http://balzerprojects.com/brian-duggan-cv/.
123 Mark Cullen, Interview with author.
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earmarked for demolition. The space comprised four two-bedroomed flats which were

reconfigured as gallery and studio spaces.

Following the closure of the studios in Foley Street in 2007/08, PP/S held studios on Sheriff Street
(2001-circa2003) before opening studios and a gallery on Grangegorman Road/North Brunswick
Street Dublin 7 (2005-2011). In 2007, they subsequently took on an additional exhibition space
in the area — a former milking parlour on Grangegorman Road Dublin 7. In March 2011, their
Grangegorman Road studios closed following an arson attack and they took residence on the
ground floor of a Georgian building on Dominick Street in Dublin 1. In 2012, they moved both

gallery and studio facilities to a former school premises in the Coombe, Dublin 8.

thisisnotashop

thisisnotashop was founded by Aideen Darcy and Marius Stanely in 2006. This was the only
organisation where it was not possible to secure an interview with a founding member;
consequently, despite efforts it was also not possible to directly confirm biographical details
regarding Aideen Darcy and Marius Stanley, the founders of thisisnotashop; nor were these
available from public sources. However, a subsequent director Jessamyn Fiore reported that she
and Darcy met while both working with Dublin Fringe Festival, thus indicating Darcy’s
involvement in this area. thisisnotashop was based in a shop front on Benburb Street, Dublin 7,
until 2009; at this time the organisation became non-venue based and the then directors,
Jessamyn Fiore and Michael Kynaston, continued to curate independent projects under the

thisisnotashop name until 2011.

Monster Truck Gallery and Studios

Monster Truck Gallery and Studios (MTGS) was established in 2006 by artists Peter Prendergast,
Colm MacAthlaoich, Rayne Booth, and Alan Butler. MacAthlaoich, Booth, and Butler were 2004
graduates from NCAD, from various strands of the Fine Art degree.'* Booth was commencing an
MA in Arts Management and Cultural Policy at University College Dublin (UCD). The remaining
founder, and Director, Prendergast had graduated some years earlier, in 1999, with a degree in
Design Interactive Media in Dun Laoghaire Institute of Art and Design (IADT) after which he

worked in industry as a graphic designer.

MTGS initially resided in a shopfront premises on Francis Street, Dublin 8. The building had a

ground floor gallery with two floors of artists’ studios above it. In 2011, the organisation opened

130 Colm MacAthlaoich, "Colm Macathlaoich," http://macathlaoich.com/?page_id=4. Alan Butler, "Alan
Butler," http://www.alanbutler.info. Rayne Booth, "Linkedin Profile,"
https://www.linkedin.com/in/raynebooth.
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a gallery space in Temple Bar, Dublin 2. The original Francis Street space was retained and for a
short period the gallery space was used as a project space with exhibitions running
simultaneously with the newer gallery; later in the same year it was converted into additional

studio space.

The Joinery

Miranda Driscoll and Feargal Ward co-founded The Joinery in 2008. Driscoll completed a
BA(hons) in Photography from University College Falmouth, in 2006. Feargal Ward graduated in
1998 with a degree in Film Production from the National Film School in IADT, ten years prior to
establishing The Joinery.®! The Joinery was based in a shop front premises on Rosemount
Terrace, Arbour Hill, Dublin 7. On the ground floor, the two spaces were used interchangeably as

exhibition and performance space and on the first floor there were six studio spaces.

The Market Studios/Unit H

Deirdre Morrissey, Monica Flynn, and Claire Behan established The Market Studios/Unit H in
2008, the same year that they graduated from IADT’s MA in Visual Arts Practices (MAVIS).1%2
While the gallery and studios were given separate names, the umbrella organisation is commonly
known as The Market Studios and this is used throughout this thesis. Their building on Halston
Street, Dublin 7 had once been the headquarters of Visual Artists Ireland (VAI). The fifteen studios

and gallery were on the second floor of the building.

Ormond Studios

Ormond Studios was established in 2009 by a group of eleven graduates of that same year, from
IADT and NCAD; Jennette Donnelly, Jackie Gray, Eithne Griffin, Kevin Kirwan, Sandra McAllister,

Martina McDonald, Nicky Teegan, Jane Stewart, Jason Dunne, Sinead Reilly.'*3

They were all
visual artists from a variety of courses within the two colleges. Ormond Studios occupied the
second and third floor of premises on Ormond Quay, Dublin 1, which had been advertised for use

as a dance studio.

131 Feargal Ward, Email correspondance with author, (29/06/2016).
132pejrdre Morrissey, "Deirdre Morrissey Linkedin Profile," https://www.linkedin.com/pub/deirdre-
morrissey/37/886/45b; "Deirdre Morrissey,"
http://www.mavis.ie/index.php/component/content/article/2-alumni-bio/65-deirdre-morrissey ,
Monica Flynn, "Monica Flynn Linkedin Profile," https://www.linkedin.com/in/monicaflynn2; "Monica
Flynn," http://www.mavis.ie/index.php/component/content/article/2-alumni-bio/29-monica-flynn.,
Claire Behan, "Clair Behan," https://www.linkedin.com/pub/claire-behan/3a/457/8b0
133 The name of the eleventh member was unconfirmed although it was reported that they left soon after
the organisation established. Details confirmed in personal correspondence between researcher and
McAllister: Sandra McAllister, Email correspondance with author, (08/07/2013).
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Basic Space Dublin

Basic Space was the only organisation where all founders were still in Art College at the time of
organisational establishment in 2010. Greg Howie, Hannah Fitz, Kari Cahill, and Hugo Byrne were
in the second year of their undergraduate Fine Art degrees at the NCAD, Dublin.?3* Hugo Byrne
was reported as leaving shortly after the commencement of the project and so is not further

referenced within this research.

Between 2010 and 2012, Basic Space held a 10,000 square foot warehouse space on Vicar Street,
Dublin 8. Following the closure of this space, in late 2012, they undertook a four-month residency
in the Irish Museum of Modern Art (IMMA); this was a studio space and had no gallery facilities.
Fitz described that they were ‘curating studio time’ and providing people with opportunities to
develop works that would be disseminated elsewhere, while also themselves pursuing
‘immaterial work [...] radio, or sound, or smells, or film [...] something that is not connected to a
certain space of art dissemination’.’3®> At the time of interview with Fitz and Howie, in December
2012, they were anticipating a move to a new space in Marrowbone Lane, Dublin 8, which

happened in March 2013 and comprised artists’ studios and occasional gallery space.!3®

Block T

Block T was founded, in 2011, by Grace McEvoy, Laura G-Dovns, Simon McKeagney, Ben
Readman, Lili Heller, and Joe Salam. McEvoy, G-Dovns and McKeagney were 2010 graduates from
the Fine Art (media) degree at NCAD, where they were part of the Dodo Collective.® Readman
had graduated in 2003 from Fine Art at Dublin Institute of Technology (DIT) and had since been
pursuing his own career as an artist, as well as being involved in organisations such as the Button
Factory Studios and the Visual Arts Centre studios.!® Heller was also established as an artist
having graduated in 2004 with a Masters of Visual Arts from the Ecole Supérieure des Beaux-Arts

de Marseille and in 2005 Masters of Theoretical Art Studies from the Université de Provence in

134 Hugo Byrne was reported as leaving shortly after the commencement of the project and so is not
further referenced within this research.
135 Hannah Fitz, Interview with author.
136 James Merrigan, "So...Who? What? When? Where? Why?," +Billion-, 27/08/2014 2014.
137 Laura G-Dovns, "Laura Garbataviciute Linkedin Profile," https://www.linkedin.com/in/Igdopen., Simon
McKeagney, "Simon Mckeagney," https://www.linkedin.com/pub/simon-mckeagney/2a/768/519,
138 Ben Readman, "Ben Readman Linkedin Profile," https://www.linkedin.com/pub/ben-
readman/18/661/403 ; "Ben Readman Bio,"
http://www.benreadman.com/BEN_READMAN_ARTIST/BIO.html; "Ben Readman: Visual Artist and
Marketing Director of Block T,"
http://www.dit.ie/creativearts/people/alumni/alumniarticles/alumniname,82827,en.html.
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France.'® In contrast Linder’s background was in electrical engineering and he had been working
for almost ten years as a gallery technician. It was not possible to confirm biographical details
regarding Salam, except that he had previously managed the Dice Bar a popular venue in the
same locality as Block T. McKeagney left the organisation at an unverified date soon after its

establishment so his inclusion in this analysis is limited.

MART

Ciara Scalan, Matthew Nevin, and Chloe Freaks established MART in 2006 as an online platform
to showcase artists via their website and through projects and exhibitions; Scanlan and Nevin
opened the MART Gallery in 2012.2% Freaks ceased involvement with the organisation within the
first year of MART’s operation and before the MART gallery was established; therefore as Scanlan
and Nevin were the founders of the gallery space the enquiry here focuses on their
participation.® Scanlan graduated in 2005, with a degree in Fine Art from CIT Crawford College
of Art and Design, and Nevin in 2006 from Film and Television, and Scenography from The
University of Wales.’*? Freaks’ date of graduation is unconfirmed, however it was reported that

her attendance at college overlapped with Nevin’s.

MART has inhabited multiple venues simultaneously. Their primary space is their gallery and
studios housed in an old firestation on Rathmines Road, Dublin 6. At the time of interview, in July
2015, they also had four other studios locations, Casino Studios (offices above a casino) and
House Studios (a four storey terraced building with a social area, and later a pop-up restaurant in
the basement) both also on Rathmines Road, Parker Hill Studios (office space), and Lennox St

Studios in Portobello (basement studios).!*

Overview of Founders’ Profiles

Arising from the organisational overviews are two key themes that are outlined below and will
be relevant to further discussion later in this thesis. These are the profile of the founders, and the
social links between them. The typical profile of individual involved in these organisations was
someone, at the outset, in their twenties. They were typically although not exclusively recent
graduates, at either under- or post- graduate level from an arts related discipline.  This

observation is important for two reasons. Firstly, as recent graduates the majority of the

1390li Heller, "Lili Heller Webpage," http://www.liliheller.com/pages/Biouk.htm ; "Lili Heller,"
http://www.richmondroadstudios.com/index.php?/artists/lili-heller/.
140 Matthew Nevin, MART, (http://www.mart.ie/catalogue/2013).
141 Ciara Scanlan, Email correspondance with author, (28/06/2016).
142 MART, "The MART Team," http://www.mart.ie/about/the-mart-team/.
143 MART, "MART Studios," http://www.mart.ie/studios/.
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participants came into these roles with limited or no relevant occupational history in regards to
running arts organisations, in business, or entrepreneurship. This will be important to discussion
in Chapter 3 regarding management. Secondly, it is important to observe that the educational
histories of the founders comprises a variety of creative disciplines, dominated by but not limited
to the fine and visual arts. The participation of non-artists within key roles is not without local
precedence, Jenny Haughton founder of TBG+S was an arts administrator, and some of the
founders of PAC were theatre practitioners. Thus, within the Irish context ‘artist-run’ spaces,
even if primarily concerned with the visual arts, are established and run by individuals who are

creative practitioners in the broader arts field.

It is proposed that, despite differences within the disciplines studied, the similarities in the
profiles of the founders in respect of age and general educational background provided some
common ground; shared values, identity and experiences unite the efforts of the founders.
Habermas’ thesis of the ‘lifeworld’ resonates here. The lifeworld is the tacit, assumed and

.24 1t ‘refers to the background

unquestioned knowledge and understanding of the individua
resources, contexts, and dimensions of social action that enable actors to cooperate on the basis
of mutual understanding’.!®® Shared values and mutual dependence are important to establishing
trust.2¥® This is particularly important because there is a mixture of circumstance regarding the
personal ties and relationships between the individual founders at the time of establishing the

organisations.

Common assumption often conceives that these types of organisations are the coalescence of
established friendship groups. This is not exclusively the case within the sample group. In the
cases of Ormond Studios, MTGS, and Block T not all of the members knew each other before
initiating the project. For example, MacAthlaocich of MTGS provides a connection between
Prendergast and the other founders — having shared a studio with Prendergast and gone to
college with the others. Ormond Studios contains members from different art colleges who did
not know each other but were linked through the two members who worked together in Four
Gallery. In Block T, G-Dovn, McEvoy, and McKeagney who went to college together, met the other
founders by chance while viewing the building in which they would later establish the

organisation.

144 Jiirgen Habermas, "The Theory of Communicative Action, Vol. I," (Boston: Beacon Press, 1984); “The
Theory of Communicative Action: Lifeworld and System: A Critique of Functionalist Reason, vol. 2”
(Boston: Beacon Press, 1985).
145 James Bohman and William Rehg, "Jiirgen Habermas," http://plato.stanford.edu/entries/habermas/.
146 Hans Westlund and Roger Bolton, "Local Social Capital and Entrepreneurship," Small Business
Economics 21, no. 2 (2003): 97
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Where there is a weak connection between the founders, Granovetter’s thesis on the strength of

weak ties is useful in analysing the resultant dynamic.!*” He defines the strength of ties as:

—the strength of a tie is a (probably linear) combination of the amount of
time, the emotional intensity, the intimacy (mutual confiding), and the

reciprocal services which characterize the tie.}*

Strong ties reduce conflict and enhance cooperation; weak ties enhance access to a wider range

of information and resources and stimulates innovation.'*

In the sample organisations with two founding members the ties are strong, as they are within
Basic Space. Within the other groups we see more variance. This includes variation in the strength
and number of ties between different members of the same group. These groups can be
considered low density networks according to Granovetter’s thesis, that is ‘one in which many of

the possible relational lines are absent’.*>°

In strong ties intimacy, intensity, and reciprocity increase trust. In respect of the weak ties

between the founders Linders, of Block T, reflected:

—it took a year maybe two years for us all to be properly trust each other,
and to beyond trusting each other to actually rely on each other and to
understand that we were all in this together, and we were building it

together, and it was important to all of us.™!

The observation that weak ties can increase interpersonal conflict is notable, as interpersonal
relations will be highlighted in this thesis as one of the chief challenges that a number of the
organisations faced. However, there were also highlighted advantages of weak ties, they created
an extended network of resources on which the organisations could draw. Linders again provides

an example:

147 Mark S Granovetter, "The Strength of Weak Ties: A Network Theory Revisited," Sociological Theory 1,
no. 1 (1983); "The Strength of Weak Ties," American Journal of Sociology (1973). Reed E Nelson, "The
Strength of Strong Ties: Social Networks and Intergroup Conflict in Organizations," Academy of
Management Journal 32, no. 2 (1989). In the 1973 text Granovetter states ‘Unlike most models of
interpersonal networks, the one presented here is not meant primarily for application to small, face-to-
face groups’ (1376). His latter text does not provide this limitation and includes discussion of ties at the
individual level. However, the premise provides a useful framework for discussion.
148 Granovetter, "The Strength of Weak Ties," 1361.
149 Granovetter, "The Strength of Weak Ties." "The Strength of Weak Ties: A Network Theory Revisited.";
Nelson, "The Strength of Strong Ties: Social Networks and Intergroup Conflict in Organizations."
150 Granovetter, "The Strength of Weak Ties: A Network Theory Revisited," 202
151 Nijck Linders, Interview with author.

46



Luckily through the seven partners we had enough influence and friends to
be putting on these gigs, or if some little plumbing needed doing someone
would know a plumber, or if we wanted to have an exhibition and we

needed it photographed we’d know [someone].!5?

The presence of weak ties and the indication of their benefit is highlighted as an unexpected

finding of the research.

Stimulus to and Rationale for Establishment

It can reasonably be deduced from the research that the primary reason for establishing the
organisations was the recognition of a shortage of opportunities for artists, especially recent
graduates, to benefit from studio space and/or exhibition opportunity. The relative significance
of these two functions was not identical across the spaces. What is consistent is that this
recognition was based within the needs of personal circumstance as well as the desire to extend
these opportunities to others. It is asked whether the increasing visibility of a select number of
artist-run spaces stimulated the establishment of subsequent organisations. Discussion also
considers the socio-cultural environment and considers the degree to which this potentially

supported or constrained the development of the organisations.

Supply And Demand

In contrast to historical precedents, none of the organisations report political, ideological or
social-activist concerns as motivating factors for establishing. Howie, from Basic Space, reported
that a key factor in establishing the space was exerting ‘autonomy from the college.’*>® With this
exception, it was not reported that the organisations were stimulated by a desire to resist
commercial or institutional structures. This is important because, as explained, artist-run spaces
have often been framed as typically anti-institutional or, conversely, as established in reaction to
perceived rejection by the institution, key themes arising from responses within Sharon’s study,
for example.® There was no evidence of such agendas from respondents in the present study.
It is of note that the FOOTFALL report found that one reason for such organisations to be
established was as a response to a ‘fear of infrastructures around them’.> There was no

reporting or evidence of this within the sample group; indeed, as is demonstrated through this

research the organisations often provided vehicles through which individuals could actively

152 |bid.
153 Greg Howie, Interview with author.
154 Sharon, "Artist-Run Galleries - a Contemporary Institutional Change in the Visual Arts."
155 Laws, "Footfall: Articulating the Value of Artist Led Organisations in Ireland," 25.
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engage with and participate in the wider arts infrastructures through networking and
collaboration. Rather, the main reason given within the sample group was a response to a lack
of either studio or exhibition space. This is consistent with the 2005 study by Byrne et al. of Irish
co-operatives which found that the provision of space was the primary driver for the
organisations in their study establishing themselves, with other goals developing subsequently.'®®

Lack of opportunity was also identified as a factor in the FOOTFALL report.*’

The dominance of dual- or multi-purpose spaces is significant as interviewees from Ormond
Studios, PP/S, MTGS, The Joinery, and Block T, stated their own need for workspace or studio
space as a contributing stimulus to establishing the organisation.'>® Driscoll, from The Joinery,
and MacAthlaoich and Prendergast, from MTGS, already had studio spaces. Driscoll reported the
desire to move from working in isolation to working within a more communal setting drove her
to establish The Joinery. In the case of MTGS, Prendergast recalled that the organisation was

established as a direct threat to losing the studio space in which he was already a tenant.

The only thing | wanted to do was keep the building because everyone was
moving out because the building got closed down. [...] So that was the only

motivation.'>®

With the exception of Basic Space whose founders were still at college, the desire for studio
provision was reported as, at least partially, in direct response to losing access to college facilities.

For example, as McDonald of Ormond Studios explained:

We had full time studios in college and then we wanted somewhere after

college, because otherwise you can just drop off and you’ve nowhere to

160

go.

Echoing this McEvoy, of Block T, stated:

156 Noreen Byrne, Bridget Carroll, and Michael Ward, "Artists Co-Operatives and Their Potential to
Contribute to the Development of the Visual Arts Sector in Ireland," in International Co-operative Alliance
International Co-operatives Research Conference on The Contribution of Cooperatives to Community
Culture (Cork, 2005), 9.
157 Laws, "Footfall: Articulating the Value of Artist Led Organisations in Ireland," 25.
158 Cullen, Interview with author; Miranda Driscoll, Interview with author; Sandra McAllister, Interview
with author; Grace McEvoy, Interview with author; Peter Prendergast, Interview with author.
159 |nterview with author.
160 Martina McDonald, Interview with author.
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When you leave college you literally have no studio, no facilities, no

tutors.t6?

Thus, one factor that stimulated the establishment of these organisations was the fundamental

necessity for studio space.

This situation occurred against a backdrop of a shortage of studio spaces within the sector.
Speaking to the Irish Times in 2000 Stella Coffey, Executive Director of the Artists Association of
Ireland stated ‘the availability of affordable studio space is at crisis point in Dublin’.’®? This
shortage continued throughout the aughts with the 2010 ACI Report Visual Artists Workspace in
Ireland stating there was evidence of ‘a substantial level of unsatisfied demand for workspaces in
Ireland’.®3 The report reveals that there were, at that time, ‘997 artists in shared production
facilities and 545 artists in 447 studios in studio complexes’ within Ireland as a whole, the majority
of which (seventy-one percent) were in Dublin and Cork.'®* This number includes several of the
sample organisations that were in operation at that time, whose contribution of facilities is

evidently significant.

MART and Block T each provided around seventy studio spaces; as these were on occasion shared
spaces the number of artists benefiting at any given time, within an organisation, was in excess
of one-hundred.’® At the other end of the scale, The Joinery provided six studio spaces. The

contribution of artist-run spaces in providing studios was reflected upon by one artist:

Their provision of (generally affordable) studios spaces is absolutely
essential in Dublin. The lack of studio spaces in the city is something that

has been directly tackled by these artist-run spaces.®

Over time, the numbers of artists supported can be significant. For example, Market Studios

reported in their closing statement that they had had housed ‘60 creatives’ over six years.®’

MTGS’ website noted in 2015 that the organisation had, by that date, provided workspace for

161 McEvoy, Interview with author.
162 Stella Coffey cited in Anon, "Artists Paint Grim Picture of Future as Urban Redevelopment Robs Them
of Space," The Irish Times 04/10/2000.
163 Arts Council of Ireland. "Visual Artists' Workspaces in Ireland - A New Approach." 2010.
164 |bid. See also CHL Consulting Company Limited (produced for the Arts Council). "Review of Visual
Artists' Workspace." 2009.
165 Figures correct at the time of interview with Scanlan in 2015; following interview MART continued to
expand.
166 Anon. Artist B.
167 The Market Studios, "The Market Studios Facebook," https://www.facebook.com/The-Market-
Studios-83691744457/; "Closure of the Market Studios," www.themarketstudios.ie/?p=1825.
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fifty artists.’®® Overall, the contribution by the sample organisations was significant proportional

to the market.

This shortage of space was compounded by an increase in demand due to high numbers of
graduates. For example, in 2007, 630 students graduated country-wide from BA(hons) courses
in either Fine Art or Design; this figure understates the total who may have sought space as it
does not include the numbers of graduates with other qualifications including diplomas, ordinary
degrees, postgraduate degrees, or crafts-based courses.’® The number of arts graduates
produced increased annually. For example, in NCAD there was an eighty-eight percent increase
in student population during the twenty-year period 1994-2014, i.e. from 697 to 1311
graduates.’® The increase in demand for studio space, resulting from this increase in numbers
put pressure on an already limited sector. The increase in graduates is also relevant because, as
outlined, these organisations are primarily established by recent graduates. Also the
organisations hosting studios identified their studio artists as primarily part of an emerging-to-

early-career cohort.

The personal need for studio space was a feature of discussion with interviewees from dual-
function organisations. However, as a single-function studio organisation would have answered
these needs, this does not satisfy the question of why artist-run exhibition spaces were
established. Ininterview, it was reported that in some of the organisations the desire to establish
an exhibition space was a major purpose of the organisation from conception, while for others
this function developed as a response to the opportunities presented to them during the process

of establishing the organisation.

Only in Ormond Studios was the intent to establish a gallery space not reported as explicitly
present at the outset or during the process of establishment as a major purpose; rather the studio

space was primary. McDonald stated:

| am not really sure what everybody else thought but at the start | was just

looking for somewhere to work.'”?

168 Monster Truck Gallery and Studios, "Artists' Studios," http://www.monstertruck.ie/artist-studios/.
169 Figures compiled by the author from Higher Education Authority statistical reports: Higher Education
Authority, "HEA Higher Education: Postgraduate Graduates of HEA Institutions,"
http://www.hea.ie/en/statistics/postgraduate-graduates.
170 Figures compiled by the author from Department of Education and Skills Annual Statistical Reports
1994-2014. All reports available: Department of Education and Skills, "Statistical Reports,"
http://www.education.ie/en/Publications/Statistics/Statistical-Reports/.
171 McDonald, Interview with author.
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She continued that the gallery space later occurred ‘organically, because people started to realise

that this is something we all wanted’.'”?

It was previously detailed that the formation of MTGS occurred primarily as a response to
potentially losing the studio facilities and so, like Ormond Studios, the studio element of the
organisation was the primary driver; however, in this example, the gallery ambitions emerged

immediately following that decision:

When myself and Pete [Prendergast] took it on, we initially wanted to
obviously run the studios and we wanted to establish the gallery downstairs

as something that would really work.1”3

Therefore, although not the initial driver, it was present as a major purpose of the organisation

from the point of establishment. MacAthlaoich described the model as accidental:

So having a studio-gallery space, that happened by accident in a way but

we were conscious of that good dynamic of having both.17*

Driscoll, of The Joinery, also reported an initial idea to have a ‘working space so that things were
going on but not necessarily exhibiting or performing or anything like that’.'”® Echoing
MacAthlaoich, she continued that the dual function model happened by ‘accident’ and the
physical building ‘dictated’ the idea to them.'”® However, it was not entirely unanticipated and
Ward, of The Joinery, states that he had ‘a long held desire to set up a creative private/public

space’.t”’

Interviewees from Basic Space, Block T and, The Market Studios, reported their organisations as
developing from an initial intent to host a single exhibition or event. Morrissey, of The Market
Studios, reported that they were initially looking to rent other gallery spaces to curate projects
in, but that the plan changed once they found the building.'’® The gallery was paramount to their

plans:

172 | bid.
173 Colm MacAthlaoich, Interview with author.
174 | bid.
175 priscoll, Interview with author.
176 |bid.
177 Ward. Email correspondance with author.
178 Deirdre Morrissey, Interview with author.
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We wanted to have a space that we could also curate shows in [...] myself
and Claire [Behan] knew when taking on the studios that we wanted a

gallery space to be a large part of it. 1”°

Fitz, of Basic Space, reflected that their plan for a one-off exhibition got ‘thrown away pretty early’
and it ‘became a bigger plan as soon as we found it difficult to get a vacant space for an
exhibition’.’®° They revised their objective to that of securing a space where they could both work
and exhibit.'® Similarly, in Block T, G-Dovn, McEvoy, and McKeagney were initially looking for a

space for a one-off exhibition.

From the outset, PP/S, intended to have exhibition activity and space and Cullen explained that
the vision was to make something ‘whereby exhibitions could take place in coincidence with a
working space’; physical parameters precluded a designated exhibition space in the first
instance.’®? The founders of MART, had previously been curating and managing projects but
Scanlan stated that they had ‘always wanted a space’ and that since moving to Dublin they had
‘been looking for a space for a long time’.28 Having already established themselves in a curatorial
role, the gallery facilities were given as the primary driver of the organisation. Thus, despite the
dual-function models of these examples, there is a significant emphasis on the exhibition function
of the organisations from the outset. In thisisnotashop, as a single function space, the provision

of exhibition opportunities was paramount from the start.

The sampling criteria of this research stipulated that exhibition opportunities must be extended
to artists beyond the core group or members of the organisation; however, it is pertinent to
consider the degree to which personal promotion influenced the establishment of these
organisations and how it was engaged in practice. Consultation of the various organisations’ web
archives demonstrates that in those organisations established by practicing artists there are
multiple examples of founders participating in exhibitions within their own organisation; Block T
stands as an exception to this. Where it occurs, founder participation includes both solo and

group exhibitions, although primarily the latter.

However, while this practice occurred, self-exhibition was only reported as a direct motivating
factor in limited examples. While the desire for an exhibition opportunity provided the

circumstance that preceded the establishment of Block T, these ambitions were abandoned and

179 1bid.
180 Fitz, Interview with author.
181 Howie, Interview with author.
182 cullen, Interview with author.
183 Cjara Scanlan, Interview with author.
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replaced with the larger organisationally oriented plans. However, in Basic Space and Ormond
Studios it was it reported that the organisation established the gallery aspect of their enterprise
explicitly as a vehicle for self-exhibition. Basic Space, operated a double-pronged approach with
the intent (by some members) of both self-exhibition and the extension of the opportunity to
others. Ormond Studios, the only members based group of the sample, initially had the intent to
exclusively exhibit their own work and use the organisation ‘as a platform’.’® However, while
their opening event saw them exhibit work in their own studio spaces, this narrow practice of
promoting only their own work was dropped and the focus extended out to other artists as well;
both interviewees explain this shift as rooted in a desire to add value and credibility to the
exhibition opportunity, which would be unobtainable within a purely self-selection model. Across
the remaining organisations the desire for self-exhibition was not reported as a primary reason
for establishing the organisations, rather the focus was on extending opportunities to others and

participation in a curatorial role.

Recalling the previous discussion of studio artist profile, it is significant that the artists with whom
the organisations engaged with at the outset were largely, although not exclusively, graduate or
early career artists. Again a lack of opportunity for this cohort was identified as an influencing

factor by Booth of MTGS:

We felt that there was no other outlet really for really young artists, artists,

to show their work.'®

MacAthlaoich, of the same organisation, describes this as a ‘massive grey area’ between being a

graduate and a professional artist.'® He stated:

The recent graduates, they’re brilliant artists [...] we recognised that there

was a good spot there, you know a bit of a gap in the market | suppose.®’

Similarly Fiore, of thisisnotashop, recalled:

You had these great graduate programmes that were happening and there
were so many artists that were making works, great works, who just literally

needed a platform, and there were so few venues.'8

184 McAllister, Interview with author.
185 Rayne Booth, Interview with author.
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53



As is further explored in Chapter 2 this profile of artist features heavily in the artistic activities of
the organisations, especially at the outset. Thus the founders, at the outset, were often
interested in the provision of opportunities to artists that could be considered their peersin terms

of career stage.

This theme of peers is important. For those that related the establishment of the organisation to
their move away from education the motivation is given as a response not only to the loss of
facilities but also of the peer support and community that existed around their college
experience. The theme of creating a community traversed discussion of both the studio and
gallery aspects of the organisation as a major motivation. Fiore describes thisisnotashop as ‘a
7 189

nexus of this emerging community’ and Fitz describes Basic Space as ‘a place for people’.

MacAthlaoich considered:

When you do spend four years in art school—it was important to keep that

live and keep that going and generate an art community.**®®

McEvoy, of Block T, reflected that:

Originally we had that support group in our class and we wanted to

continue that when we left.'*!

Cullen, of PP/S, echoed this:

| finished college and wanted to set up a situation where | could work with

a bunch of peers, and work in a group.%

As previously noted Driscoll, of The Joinery, reported a desire to move from working alone to

working within a group:

| was working in a space on my own and | was looking for kind of a

communal work space.!®

She also likened the intended environment to that within a college context:

183 |bid.; Fitz, Interview with author.
190 MacAthlaoich, Interview with author.
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There would be something that would evolve just from artists being in each
other’s company, almost like college, when you are studying and you do

crits [critiques] and things like that.'%*

Similarly Morrissey, of The Market Studios, considered that peer support was the major stimulus

for artists to use the space:

The reason people come into the studio space is because they want that

element of having that peer support.’®

The importance of this aspect was also acknowledged by Scanlan, of MART, who described

arranging formal group critique sessions to encourage interaction across the sizable group of

artists who use their various studios.

196

Itis also indicated that the idea of a community of peers was not just based in directly supporting

the production and distribution of work but was also highly social and extended to audiences.

Booth recalled that MTGS’ openings were held weekly and:

[T]he students from NCAD would come down, all of our extended group of
people who had had shows there and were going to have shows there, and

our friends, we would all meet there every Thursday.'®’

These themes were also identified in the FOOTFALL report which finds that:

And:

One of the main driving forces (raised during the discussion as an
underestimated strength) is friendship within the arts community: ‘having
parties, sharing food, finding common interests with like-minded

people’.*®

Artist led spaces are often initially devised as places to gather, pool
resources and maintain the momentum generated through peer-learning

in art college.’®
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The theme of wanting to create a community of peers as a motivating factor was far more
pronounced within the sample than had emerged in the historical and international literature.
To clarify, the creation of a community emerged within these as an outcome of the organisations

but was not explicitly stipulated as an initial purpose, as it is within our sample.

Density, Visibility, and Legitimacy

According Carroll and Hannan, ‘[d]ensity increases legitimacy [...] [l]egitimation increases
founding rates’.?® Following their thesis, the question is raised as to whether following an
increase of activity circa 2005/2006, the previously incrementally increasing field became self-
replicating and thus gained momentum. However, this thesis alone does not account for why this
change occurred when it did. The findings of the current research develop on this perspective,

and it is possible that not only increased density but also increased visibility played a role by

demonstrating the legitimacy of these types of organisations.

PP/S, thisisnotashop, and MTGS were all operational in 2006. The popularity of these
organisations with their peers is demonstrated through self-reporting in interview, this was
highlighted in the earlier discussion of peer and community. This participation by peers is
important as it raises awareness of this model of organisation among the profile of individuals
that continued to establish some of the subsequent organisations. The level to which
organisations directly influenced each other is assessed below. However, before doing so, a
second aspect of visibility and legitimacy is proposed as of potential relevance, namely that there
were a number of high-profile ventures and collaborations undertaken particularly by PP/S, and

also by MTGS, at this time.

In the period 2003 to 2007, PP/S undertook several high-profile ventures. The period marks the
life-span of their Pallas Heights projects. Reporting on the closure of Pallas Heights, art critic Aidan

Dunne writes in the Irish Times:

The project was one of the more intriguing off-site ventures that have been
attempted in recent years, and it produced some memorable responses
from artists, many of whom rose to the exceptional challenges posed by the

setting.?!

200 Glenn R Carroll and Michael T Hannan, "On Using Institutional Theory in Studying Organizational
Populations," American Sociological Review (1989): 545. See also "Density Dependence in the Evolution
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Lynne G Zucker, "Combining Institutional Theory and Population Ecology: No Legitimacy, No History,"
ibid.
201 Aidan Dunne, "Artistic Farewells to Sean Tracey House," The Irish Times 17/05/2006.
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One of these other off-site projects, which raised the profile of the organisation, was a 2005
collaboration with Dublin City Gallery The Hugh Lane. Cullen, of PP/S, described that
representatives from the Hugh Lane had been attended Pallas Heights on a number of occasions
and then approached PP/S to curate the Dublin City Gallery The Hugh Lane space over the
summer months when the main collection had been removed in preparation for renovations.
PP/S responded with a robust curatorial. This included both an exhibition within the Hugh Lane

Gallery and offsite exhibitions, two live events were also programmed within the gallery space.

Writing in Circa Noel Kelly described the exhibition as ‘a coherent, and at times frenzied, view of
a very particular aesthetic in contemporary practice’ and considered it to be ‘ambitious and
laudable’.2%2 Similarly, it was described as ‘ambitious, compendious’ although ‘uneven’ in a review
in the Irish Times; the reviewer continues that while ‘[sJome pieces do disappoint [...] Most of

what they've come up with is good, and some of it is exceptionally good’.2%3

While the reviews of the exhibition were mixed, the collaboration of PP/S with this major Irish
arts institution is highly significant in raising the profile of the organisation. They also undertook
a collaboration with Dublin Docklands Authority in 2006, whereby PP/S curated an exhibition in
the CHQ building. Thus, while PP/S had been operational since 1996 their profile increased during
this key period.

MTGS also undertook a high profile collaboration during this period. MacAthlaoich recounted
that Patrick Murphy, Director of the Royal Hibernian Academy (RHA) used to ‘pass by the gallery
to and from his apartment when he was going to work and he’d throw his head in’; he
subsequently invited MTGS to collaborate with the RHA in 2008, while the RHA were undertaking
renovations.?”* The collaboration included the exhibitions Big Foot and Let’go. The relationship
was launched at the opening event for Big Foot, which was an exhibition of sixty-eight artists each
of whom had previously exhibited with MTGS in either group or solo shows. Laura McGovern,
writing for Circa considered that the show delivered ‘mixed results’, while some of the
presentation of the work was considered ‘shoddy’. Overall she considered that ‘[t]he eclecticism
of the works on the display, though, results in an exhibition with an abundance of vitality’.?%
Let’go was curated by RHA curator Ruth Carroll. The collaboration also included tours of the MTGS

space by the friends of the RHA, an ‘art swap’ between MTGS and RHA members and resource

support such as access to the RHA accountants for a period. MacAthlaoich considered that their

202 Noel Kelly, "Dublin: Offside and Offsite Live at Dublin City Gallery the Hugh Lane," CIRCA Autumn no.
113 (2015).
203 Anon, "On the Wall and Off the Wall," The Irish Times, 31/08/2005.
204 MacAthlaoich, Interview with author.
205 | aura McGovern, "Big Foot, Monster Truck Gallery and Studio, Dublin," CIRCA February 2008.
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collaboration provided MTGS with a ‘stamp of approval’.?®® In return Patrick Murphy, Director
of the RHA, felt that it brought the RHA ‘great credibility’ and gave the RHA ‘oxygen’ while their

own gallery was closed.?"’

The significance of these collaborations and subsequent press coverage is that they indicate that
these organisations, although relatively young, had established a reputation. Thus, the
organisations were both popular with peers and were regarded as relevant by other individuals
and institutions within Ireland’s art world indicating enhanced visibility of an initial small
population of organisations. It is proposed that this visibility may have further encouraged those
considering undertaking such initiatives and thereby contributed to increases in population
density. The proposal of enhanced legitimacy and visibility is speculative; however, the question

of influences was directly addressed in interview and several cross-influences are evidenced.

A general awareness of historical precedents of the artist-run gallery model was demonstrated

by interviewees. Driscoll, of The Joinery, described:

The model of The Joinery is something | couldn’t take credit for, it’s an

embedded thing because artist-run spaces have been around for years.?%®

Knowledge of international activity was also demonstrated. However, reporting of direct
influence by international examples was limited; only PP/S and MART indicated this. Scanlan, of
MART, reported that The Art Foundation (TAF) in Athens, WASPS in Glasgow, and ACME in London
all influenced their entrepreneurial and self-sustaining working model. Cullen, of PP/S, reported
that Matt’s Gallery in London was a direct influence in the curatorial model that they engaged
within their Pallas Heights project, whereby there are two exhibition spaces and work is

developed by an artist in one space while a public exhibition is held in the other.2%

Irish organisations were commonly cited as of general influence and as sources of direct advice
and guidance, especially in the early days of the new organisations. Despite their origins and
success, neither TBG+S nor PAC were referenced as a direct sources of influence; this would seem
to indicate that the sample organisations do not place themselves as peers to these forerunners.

Rather, there was evidence that they were influenced by more recent enterprises.

206 MacAthlaoich, Interview with author.
207 Anon, "The Art of Reaching Out," in Press Cutting (source unknown) From Monster Truck Gallery and
Studios' Archive (2008).
208 Driscoll, Interview with author.
209 Cullen, Interview with author.
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Fitz, from Basic Space, reported that they had spoken with The Exchange (Dublin), Block T, Occupy
Space (Limerick), and Faber Studios (Limerick) for practical advice while they refined their own
organisational concept and model. Morrissey, of The Market Studios, reported getting advice
from Broadstone Studios, as well as having contact with PP/S, and previously holding a studio at
MTGS. McAllister, of Ormond Studios, reported initial advice from The Market Studios and later
advice from Duggan founder of PP/S. Driscoll, of The Joinery, reported that following establishing
the space they had contact with Broadstone Studios, and she also noted influence from MTGS
and PP/S. There was also evidence of direct links between the organisations. McDonald, of
Ormond Studios, was simultaneously an intern at PP/S. Jessica Foley, following her role as Gallery
Manager of thisisnotashop, sat on the board of The Market Studios. Similarly, before opening
the MART gallery space, Scanlan is also listed as a board member of The Market Studios; at the

time of interview she also held a studio at MTGS.?*°

Reflecting on the topic of inter-field influence Linders of Block T reported providing informal

guidance to subsequent organisations:

—just through friends of friends, and through the art world itself, you know
even when you are out [socially] you have a sit down and a chat about these
things or people would just ask you your opinion on how to move forward

on this.?!!

This suggests that informal influence was in excess of the substantial connections outlined above.

It is important to note that while these interviewees acknowledged advice and support from
other organisations this does not necessarily, in the view of several interviewees, translate to
homogeneity within the field and several interviewees sought to emphasise the uniqueness of

their models and practices:

We were definitely doing it completely differently than everybody else

was.??

—we would literally be building something that had never come before [in

Ireland].?*3

210 Market Studios Limited [462674], "8349146/1: B10 Change of Director or Secretary Details,"
(Companies Registration Office, 16/11/2012 [04/02/2010]); "8349213/1: B10 Change of Director or
Secretary Details," (Companies Registration Office, 16/11/2012 [17/02/2012]).
211 |inders, Interview with author.
212 Fitz, Interview with author.
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We knew what we wanted ourselves and what worked within our own
parameters [...] we had different possibilities from everyone else, and the

best thing to do [was] to build this ourselves in our own model.?%*

A more conservative reflection was given by McAllister, of Ormond Studios:

| don’t think it is the most unique thing to ever hit Dublin, but then | think
that every artist-run space in Dublin is necessary. | don’t think any of them

do the same thing.?*

It is not unsurprising that those involved in the organisations focus on the qualities that
differentiate them from other organisations. The extent of both these similarities and differences
are explored throughout this thesis. At the current juncture it is noted that there is evidence that
there was a high level of exposure to other organisations at the time of establishment and there
is potential for significant influence between the organisations. Thus, it is proposed that the
visibility and success of several early Dublin-based artist-run galleries potentially influenced
successive organisations by promoting the legitimacy of the model and by offering a supporting

resource in the form of information.

The Economy and Access to Premises

Consideration of development during this historical period cannot be independent from
consideration of the economic climate of the period, as it coincides with a particularly notable
time within the Irish economy. The economic climate can be anticipated to impact organisations
in two ways: it effects resources available to artists and arts organisations, and in the case of
spatially based practices it impacts property prices. Finances are a major topic of Chapter 4 and
details relating to this area are, within the current chapter, contained to a summary of sources at
the point of establishment. The main focus of the section is discussion regarding access to
premises at the time of establishing the organisations, the implications of the compromises often

made in order to access space are explored within this chapter and throughout this thesis.

It is of note that Ireland’s economy was particularly strong during the early years of the
millennium. From 1990 to 2007 the economy grew by an average rate of 6.5 percent per

annum.?!® This can be characterised as an economic climate focused on risk and speculation, and

214 MacAthlaoich, Interview with author.
215 McAllister, Interview with author.
216 The Economist, "Ireland's Economy: The Party Is Definitely Over,"
http://www.economist.com/node/13331143; Tejvan Pettinger, "Irish Economy Summary,"
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an atmosphere favourable to creative and vocational enterprise. The increase in activity in the
field circa 2005 to 2008 corresponds with the final years of a period of economic growth, between

1995 to 2008, known as ‘The Celtic Tiger’ following which, in 2008, the country fell into recession.

Access to personal and external resources is important because the models of artist-run space
dominantly engaged by the sample groups demands access to resources. With the exception of
Ormond Studios, these organisations eschewed the more traditional membership models of
operation. Deprived of this vital income source the organisations would require alternative
financial sources. This variously includes significant investment of their own individual resources
or access to business loans, depends on the ability of artists to pay to exhibit in the space, and
draws on public funding sources where available. As is detailed in Chapter 4, while several
organisations benefited from early funding none received public assistance to establish the
organisations in the first instance; the primary source of financing at the outset was personal

investment and loans.

The potential to access these is supported by the economic conditions of the time. This would
suggest that the strong economy supported the emergence of these organisations. However,
conversely, limiting the applicability of this thesis is the fact that, as shown in the figures
presented earlier, the growth that began during this period continued following the economic
downturn of 2008, and continued to grow until 2013. Thus, while the economic conditions may
have supported the establishment of these organisations through increased access to resources,
this alone cannot be considered as the primary driver, as there is evidence that organisations
continued to establish despite the latter economic downturn. Furthermore, it can be suggested
that the benefits from increase in access to resources during a strong economy is counteracted

by a high level of associated costs.

The strength of the economy in the early years of the millennium is indicated as having the

negative impact of increasing the cost of renting buildings. Booth, of MTGS, reflected:

Economically space was just at such a premium at the time, and it was really

hard to get space even to have a studio. Rents were really high.?'’

This creates a condition which would appear to be antithetical with the increase in such initiatives
circa 2006; it might also be expected that the subsequent decline of the property market circa
2008 was more accommodating in providing opportunities. In interview in 2013 Morrissey, of

The Market Studios, believed this to be the case reflecting:

217 Booth, Interview with author.
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As soon as the recession hit and rents went down it just meant that an artist
or a group of artists getting together to rent a building became a really
achievable thing. And the scene of artist-run spaces the last couple of

years, it’s just got really vibrant.?8

However, while these reflections anecdotally consider the broader field, if we focus on the direct
reporting by interviewees of their own experiences, regarding accessing buildings, there was a

mix of experiences irrespective of date of establishment.

As was noted in the earlier overview of individual organisations, a variety of premises were
utilised. This included shop fronts, industrial space, office space, and even an old fire station;
only in the example of MTGS’ Temple Bar premises did an organisation occupy a space specifically
developed as a gallery. The majority of spaces were leased from private landlords. Exceptions
to this are PP/S’ Pallas Heights, MART’s Firestation gallery, and Basic Space’s space at
Marrowbone Lane, all of which belonged to Dublin City Council (DCC). MTGS’ Temple Bar space
was part of Temple Bar Cultural Trust’s portfolio but was sublet to MTGS by Black Church Print

Studios.

Interviewees from Basic Space and PP/S both discussed the challenge of finding a space in the
firstinstance. Fitz, of Basic Space, reported that despite a prevalence of vacant properties around
Dublin it can be ‘very difficult, completely impossible actually to get access’. The key challenge
reported was identifying and gaining access to individuals who could make decisions regarding
their requests; Fitz reflected that initially they were ‘speaking to the wrong people’.?? She also
believed that the perception of their youth was a challenge in dealing with potential landlords.

Cullen, of PP/S, also highlighted the ongoing problem of finding space over the years:

You are always chasing your tail trying to find somewhere else and spaces

were becoming smaller and more expensive.??°

G. Murphy, of the same organisation, reflected that, ‘art is a messy business, so a lot of landlords
wouldn’t want artists in their building’.??! Cullen reported that the majority of their premises were

found through word of mouth.

In contrast, interviewees from The Joinery, The Market Studios, and Ormond Studios reported

that the process was relatively straightforward: the founders of Ormond Studios found their

218 Morrissey, Interview with author.
219 Fitz, Interview with author.
220 cullen, Interview with author.
221 Gavin Murphy, Interview with author.
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property through an advert on property website daft.ie; Flynn, one of founders of The Market
Studios, worked for the previous occupants of their building and alerted her co-founders to its
availability; and Driscoll, of The Joinery, reports that they happened to be passing by the building

while the agent was showing it.

In the instances of MTGS’ Francis Street space and thisisnotashop the founders were already
tenants in the building before establishing the organisation. Previous to becoming the gallery
thisisnotashop’s building was being rented by founder Stanley as a ‘rough and ready’ apartment;
Stanley and Darcy decided to use the front area as a creative space and the premise was retained
after Stanley moved out. As previously identified MacAthlaoich and Prendergast were already
tenant in their building and renting studios from another organisation, also called Monster Truck,

which had reportedly run into arrears with the landlord. MacAthlaoich recalled:

One of the previous managers was saying ‘well we’re going to have to lock
up here’ and myself and Pete [Prendergast] quickly decided, and agreed,

together that we would take it on.???

They established themselves as a new organisation, although paid homage to their predecessors
by retaining the Monster Truck name. A more formal experience was reported in regard to their
second space; Prendergast reported that he had been looking for a space for some time during
which he had registered his interest with Temple Bar Cultural Trust regarding future

opportunities.

In respect of the buildings rented from DCC, interviewees from PP/S and the MART described a
longer process of gaining access to the building. In discussion of the Pallas Heights project, Cullen
reported that they identified several potential spaces and then approached DCC about ‘provision
for studios and provision for space for artists’.?2> With agreement from DCC and after liaison with
aresident they secured the support of the community to take up residency in the space. Scanlan
reported that they identified their firestation property themselves during a search for suitable
venues and that they ‘hounded Dublin City Council’ to get agreement to take on the building.?**

In these examples a more proactive and sustained approach to gaining access to the buildings

was necessitated.

Discussion has considered access to buildings across the sample and therefore across a changing

economy. A mixture of experiences were reported but while difficulties were encountered in

222 \MacAthlaoich, Interview with author.
223 Cullen, Interview with author.
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some instances there is no evidence that the economic growth, and subsequent high property
prices, were ultimately prohibitive to these organisations establishing. This is of interest as it is
contrary to what is more broadly associated with artist-run spaces. For example within Ireland in
the 1980s low rents are credited as stimulating an increase in studio groups in general as well as
leading to the cultural revival of the Temple Bar district.?*®> However, this is not to say that
property prices do not impact these organisations but rather that they gain access to property
despite these conditions. In order to contextualise discussion on access it is necessary to consider
the locations and conditions of the buildings and the compromises that sometimes are necessary

in order to gain this access.

In the first instance, it is noted that with the exception of MTGS’ Temple Bar space and MART’s
suburban Rathmines spaces, all of the other locations were located in the centre, or on the
periphery, of the city centre in relatively socio-economically deprived areas, see Figure 14.
Discussing studio spaces, which he identifies as primarily artist-run, artist Alan Phelan described

that:

The story of artist work spaces or studios is sometimes tied to the search
for affordability as many artists [...] are happy to work in the wrong part of

town if it means that the outlay on rent is not too much. 2

In an article for The Irish Times Aidan Dunne describes PP/S’ Grangegorman Street space:

It's off the beaten track but still relatively central, a slightly anomalous

location in a city where property is at a premium.??’

In the example of MART other factors that made the buildings accessible to artists include their
willingness to ‘take buildings that no one else wants’ for other reasons.??® For example, Scanlan
described that they were able to rent one of their buildings because of its less than desirable

location as ‘no one wants to have an office above a casino, professionally’.?*

In regard to condition, while the spaces used by Ormond Studios and The Market Studios were

reported as in relatively good condition, many of the other interviewees reported that their

225 Mary Burke, "Looking Back and Going Forward," in A Newsletter From New Art Studio, ed. New Art
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Johnston, "Fireside Conversations," (Firestation Artist Studios, 2009), 90-96.
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buildings were in poor conditions and often without basic amenities; interviewees from both
Basic Space and MART report that there was no electricity supply when they moved in. The
condition of the buildings often required extensive renovation; this is both in initial and

subsequent spaces.

Interviewees from The Joinery, Block T, and MTGS all report a period of three months of preparing
their initial space in order to achieve a basic standard. MacAthlaoich, of MTGS, recalled that they

‘gutted’ the premises:

I'll never forget it! The back courtyard was, I'd say, two metres high in bin
sacks that were never thrown out [...] It took us three huge skips, industrial
skips, to clear the whole area out, furniture, the old shed, dead pigeons, the

works. It was a huge amount of work.?*

This thus entailed substantial clearing of the space of detritus. A similar experience is reported by

Linders with respect to Block T:

The old warehouse [...] at that time was an absolute mess. It had been for

about fifteen years [...] So it was not a very nice place.?!

Echoing MacAthlaoich of MTGS, Linders of Block T described: ‘That was literally the seven of us
dragging that out, emptying skips, all that kind of stuff.”?3? Scanlan, of MART, described how they
walked in to the Firestation building on the first day to find the premises ‘absolutely derelict,

covered in pigeon [mess], no floors, no walls, absolutely run down’.?3

For some of the organisations the issues were structural and new floors needed to be laid. In
addition to the examples already given, Cullen of PP/S highlighted that in their gallery space in
Grangegorman Road, previously a milking parlour, a new floor had to be installed, as well as
plastering the walls. Similarly in describing the renovation of their Georgian building on Dominick
Street, which was formerly divided into bedsits, he described that ‘the floors were in bits’.23
Interviewees from thisisnotashop reported that it was necessary to re-lay the floor during their
tenancy. Indeed, it was discovered that the building was in a state of disrepair to the extreme

that DCC declared the building unfit. In her account, Fiore described arriving at the premises to

find that:
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[T]he door had been bolted and locked by the city. It turned out that the
city had come and inspected the premises and had told the landlord [...]
that there were certain repairs that had to be done, that it was unsafe. [...]
we had twenty four hours to get everything out of the space when it was

closed for a month while he made those repairs.?®

Block T also encountered problems from a health and safety perspective after the fire department
issued them with notice that they were in violation of safety regulations, and they consequently

had to close that building for renovation.

Thus, it is evidenced that many of the buildings were taken on initially in a dilapidated state and
required extensive renovation at a basic level; with the exception of Basic Space further
renovations were also undertaken in each instance to develop the buildings to be fit for purpose
as studios and galleries. For Basic Space, while Fitz reports that they spent energy ‘washing the
floors’ and ‘cleaning the place out and putting a lot of back work into it’, it was also reported that,
despite the deteriorated condition of the space, they did not undertake further renovations.®

This was reported as due to the lack of security in their lease. She explained:

We were forced to make the realisation that we’re never going to add to

this building because this building can be taken away from us.?’

However, despite the efforts of the organisations, for some, there was reported persistent
challenges. For example, issues such as heating were often problematic in the older, or larger
buildings. Fitz described the Basic Space warehouse as ‘freezing’.® Similarly discussing the

warehouse part of Block T, McEvoy stated:

Upstairs became unusable [in the winter] because that building is so
difficult to heat. In the winter time we actually had fog in the building
[laughs]. When it was snowing we had to open the windows to let the heat

in, it was really bad.?*
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Office buildings and smaller premises were more fortunate in this regard. However, despite the
renovations the spaces were often described by interviewees in affectionate, if pejorative, terms

such as ‘crumbly’, ‘brittle’, and ‘grungy’.?%°

It is proposed that the period of establishing the organisations, and in particular the process of
renovating the property, played a role in coalescing the energies of individuals towards a common
goal and was perceived as important to social cohesion within the groups. For example,

MacAthlaoich of MTGS recalled:

[W]e managed to do a massive, massive clear out and | suppose it was that
investment of time, like those three months that we poured ourselves into
it, that it really became that this was our baby now, and that’s how it began

really.2*

Indeed, while as outlined the renovations were often challenging and extensive, the recollection
of these periods were particular vibrant accounts within the interviews. This reflects the
formative experience that they represent. Recalling Granovetter’s definition that the strength of
ties is predicated on emotional intensity, intimacy and reciprocity it is propose that the process of

establishing the organisations accelerates and reinforces ties.?*?

The finding that these organisations are often established in poor quality buildings in socio-
economically deprived areas is not an unexpected finding when considered against historical
precedents. This pattern has proliferated internationally with shop fronts, offices, and industrial
units often utilised by artist-run organisations either for temporary or more long term projects.
Within the Irish context it is witnessed in both PAC and TBG+S; recall that the former took both a
factory and a printing works as premises, while the second was housed in a former shirt factory.
Similarly, the location of these types of organisations in socio-economically deprived areas is not
unusual. However there are implications and consequences for using these types of buildings
and locales for gallery, as opposed to singularly studio, activities. The location and condition of
the buildings is evidenced within this thesis as having an impact on the curatorship of the spaces

and on the potential for developing audiences.

One artist interviewed explained that artists’ groups ‘acted as unofficial caretakers of buildings

awaiting redevelopment’.?*® Furthermore, the presence of these initiatives is considered as an
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indicator for future regeneration of an area. This is variously seen as either positive for local
communities, through enriching and regenerating the neighbourhood, or negative by gentrifying
the area, driving up prices and displacing the original community, and indeed the artists

themselves.?**

Both Fitz and Howie, of Basic Space, credit their eventual success in securing a
property to a formal proposal that they authored; this included case studies of other similar
spaces and their contribution to urban regeneration. The regenerative potential of these
organisations is perhaps one reason that landlords are willing to entertain them. However, as a
result they may also wish to limit their tenancy in anticipation of future developments and

financial opportunities.

The issue of tenancy arose in discussion with interviewees from all of the organisations except
The Market Studios, Ormond Studios, and The Joinery. It was reported that, in some instances,
the organisations were prepared or obliged to accept insecure or compromised tenancy
agreements. The willingness of organisations to engage short term arrangements, either by

choice or through lack of other options supports access to premises.

Basic Space’s initial warehouse space was ‘slack space’ and the landlord allowed them to use it
rent free. However the consequence of such a space is that they had no lease agreement and
could be asked to leave at any time. This detracted from any desire to renovate the property,
precluded them from undertaking long term programming, and was a risk that had to be

communicated to each exhibiting artist or group:

And someone opening a show, you had to say, ‘look, you have to know with
all the money and all the time you are putting into the show, this could be

closed down the night of your opening’.2*

For the interviewees of Basic Space it was reported that, on balance, the benefits of their

arrangement outweighed this negative aspect.

This balance of benefits was also considered by Linders who reported, in reference to some of
Block T’s ancillary projects, a willingness to compromise on tenancy rights in order to facilitate
access to premises on a short term basis. He reported that they ‘don’t actually want to sign a

short term lease agreement because that gives us more rights than we feel we need’. He felt an

244 Carl Grodach, Nicole Foster, and James Murdoch Ill, "Gentrification and the Artistic Dividend: The Role
of the Arts in Neighborhood Change (Working Paper)," (2014); Carl Grodach, Nicole Foster, and James
Murdoch I, "Gentrification and the Artistic Dividend: The Role of the Arts in Neighborhood Change,"
Journal of the American Planning Association 80, no. 1 (2014). For further discussion on culture and
urban regeneration see Geoffrey Crossick and Patrycja Kaszynska. "Understanding the Value of Arts &
Culture: The AHRC Cultural Value Project." Wiltshire, 2016.
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alternative arrangement that exempted them from these rights would be more beneficial.?*® He

envisaged that this would benefit both parties:

So [landlords] aren’t going to find [themselves] in a position where [they]
can’t get rid of us but at the same time we are promised that [they must]

give us a certain amount of notice to get in or out.?’

In discussion of MART'’s studios spaces, Scanlan reported an acceptance that some of the spaces

were temporary arrangements. She stated:

It doesn’t matter if we get evicted or it’s moved out because we are able to

move, we are adaptable to new spaces.?*

Thus, there is evidence that in order to gain access to spaces these organisations, in some
instances, are prepared to compromise on tenancy rights. However, this was largely limited to
projects or aspects of the organisations that were planned from the outset as short term; where
ambitions were focused in the medium to long term there was a reported a desire for more stable
tenancy arrangements. Indeed insecure tenancy and non-renewal of lease are identified in

Chapter 4 as a key challenge to the sustainability of the organisations.

In respect of the willingness of artists to take tenancy in often poorly appointed buildings, in socio-
economically deprived neighbourhoods, or in buildings unattractive to other businesses, both
opportunities and challenges have been identified; however, the practice of engaging such
properties plays a significant part in allowing these groups to access buildings despite changes
within the economy. Thus, at the point of organisational establishment access to buildings was
not evidenced as prohibitive despite the economic climate. However, this observation does not

diminish the problems identified as a consequence of these conditions later in their development.

As indicated at the start of this discussion it is essential to consider the economic climate of the
period and the influence that this may have had, as this was a particularly significant period within
the Irish economy. However, it is suggested through discussion of both financial resources and
access to buildings that while both the strong and weak economies present opportunities and
challenges to be negotiated, these did not unilaterally promote or constrain the establishment of

the organisations. They did however have impact upon the environment that the organisations
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negotiated. The longer term impact of the environment, including tenancy and finances is

explored in Chapter 4.

A Fractured Field

The focus of this chapter has primarily been on the emergence of the field in respect of the
histories of the individual organisations. This section considers the extent of the cohesiveness of
this field, considered both from a geographic and an inter-organisational perspective, both of
which potentially intersect. The section starts with an account of the historic role of Temple Bar
as a cultural hub within the city and the significance of this for TBG+S and PAC. It then provides
an account of the sample period as comparatively dispersed geographically. Finally it identifies a

fractured quality to the relationships between the organisations.

The question of proximity is raised by Blessi et al. who observe that high density art clusters
increase ‘the conditions for cross-fertilization among a variety of different experiences, practices
and methods’.?*®* Rosenstein considers that decentralisation, among numerous impacts,
undermines infrastructure including informal networks, intergenerational mentoring, and
impacts accessibility to audiences.?®® These interactions may be either formal or informal. Where
they are formal collaborations, potential benefits are identified by The Burgess Report as
including increased ‘capacity and reach’, as well as, ‘access to facilities, or pooling of resources to

do projects of larger scale, or for greater visibility’. 2?

Such a hub is observed in Dublin’s Temple Bar in the 1980s and 1990s. Temple Bar is a 218 acre
section of Dublin city situated along the south bank of the River Liffey, Dublin 2.252 In the 1980s
it was developed into a cultural hub within the city. A full history of the development of Temple
Bar is provided by Montgomery.?® In summary, in the 1980s the State bus company, CIE, began
to buy up property in the area with plans to develop it into a bus station.?* In the interim, as

Montgomery explains, the low rents in this district attracted artists and others to the area.?®
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250 Rosenstein’s comments are made in reference to the displacement of artists from established arts
neighbourhood; nonetheless they can be applied also to the absence of these districts in the first
instance. Carole Rosenstein, "Conceiving Artistic Work in the Formation of Artist Policy: Thinking Beyond
Disinterest and Autonomy," The Journal of Arts Management, Law, and Society 34, no. 1 (2004): 71.
251 Burgess and Rosa, "The Distinct Role of Artist-Run Centres in the Canadian Visual Arts Ecology," 35.
252 Montgomery, "The Story of Temple Bar: Creating Dublin's Cultural Quarter," 138.
253 |bid.
254 |bid., 138.
255 |bid., 138-39.
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Cliodhna Shaffrey (Director of TBG+S, 2014-present) reflects that in the 1980s the area had

become a ‘Bohemia — a free space were people and ideas circulate’.?®

The planned bus station development was met with resistance from local residents, artists, and
traders, as well as by An Taisce The National Trust for Ireland.?” As a result, in 1990, Taoiseach,
Charles Haughey, acceded to the protesters in favour of the establishment of a cultural hub.?*®
Legal specificities regarding the development of the area were set out in the Temple Bar Area
Renewal and Development Act.**° Temple Bar Properties Limited was established with the
powers of compulsory purchase and the remit of acquiring the property holdings of CIE (Ireland’s
National Transport Provider) and Dublin Corporation; Temple Bar Renewal Limited was also

established as a policy making body tasked with overseeing the development of the area.?®

Included within this policy were limitations on the use of properties. Montgomery describes how
a key part of the remit of Temple Bar Properties Limited was to ‘strengthen cultural activity in the
area, by a combination of measures, incentives’ including making affordable property available.?®!
A survey of activity in the area, undertaken by Nexus Europe in 1991, revealed that 73
organisations, comprising a combined thirty-three percent of activity in the area, were concerned

with cultural production and consumption.2?

The redevelopment of the Temple Bar district of Dublin plays an important role in the histories of
both PAS and TBG+S; while both organisations preceded these redevelopments they both
benefited directly from them. In 1977, with the financial assistance of the ACI, Project Arts Centre
purchased its building.?®®> The TBG+S building was part of the portfolio of Temple Bar Properties
Limited and was redeveloped and expanded by architects McCullough Mulvin. Importantly a
Cultural Use Agreement was negotiated between the organisation and Temple Bar Properties

including a fair rent clause; this was the first such agreement within Ireland and secured the

256 Temple Bar Gallery and Studios, Generation: 30 Years of Creativity at Temple Bar Gallery and Studios,
13.
257 |bid.
258 Montgomery, "The Story of Temple Bar: Creating Dublin's Cultural Quarter," 153.
259 Ojreachtas, "Temple Bar Area Renewal and Development Act, 1991," (1991).
260 Montgomery, "The Story of Temple Bar: Creating Dublin's Cultural Quarter," 154-55.
In 2006 Temple Bar Properties Limited became Temple Bar Cultural Trust. The Trust’s focus was not only
on managing the property portfolio but also managing and programming cultural output in the area.
However in 2013 following an audit by the city council the trust was accused of “control weaknesses
and/or regulatory violations [that] represent unacceptable exposure and risk” to the company.
Consequently in 2014 the trust was dissolved and their responsibilities transferred to the city council.
See: Olivia Kelly, "Analysis: Temple Bar Cultural Trust to Have Assests Sold Off.," The Irish Times,
08/08/2015.
261 Montgomery, "The Story of Temple Bar: Creating Dublin's Cultural Quarter," 160.
262 |bid., 140.
263 project Arts Centre, "About Us".
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future tenancy of the organisation.?®* The location of PAC and TBG+S in Temple Bar is highly
significant. The redevelopment of their buildings funded by state and European money indicates

that although artist-run these organisations were valued cultural contributors within the city.

However, of the sample organisations, only MTGS located a premises in this area; and none of
the other organisations expressed ambition to reside in this district suggesting that it is perceived
as either inaccessible or undesirable to them. No clear alternative hub is identified with a
comparable density within such a small locale. However, the Dublin 7 district does emerge as of
note. It is important to note that not all of the sample organisations were resident in the district
simultaneously and thus the density at any given time is less than may be suggested by Figure 14
which presents the cumulative pattern of location across the entire period. However, it is also of
note that a number of other single function (i.e. no exhibition space) artist studios, not shown on

the map, did reside in this district.

A project to connect these organisations was initiated in 2012 by Block T, called LINK Culturefest.
LINK Culturefest aimed to bring together ‘a number of partners who have been integral in the
establishment of a thriving cultural and creative community in this area’ in a weekend long festival
which aimed to ‘celebrate and showcase the culture, art and people that make up the diverse
community that exists in Smithfield and its surrounding areas’.?®> This event comprised a series
of public events as well as an international exchange with eighteen artists from Chateau de
Serviéres in Marseille, and Castelo d’If in Lisbon, and various Dublin based studio groups from the
Smithfield area; the event included The Joinery, The Market Studios, and Ormond Studios.?® In

this instance, the proximity of the organisations encouraged collaboration.

A further collaboration example was thisisnotashop’s Flux Clinic held as part of their Fluxus series
of events, in 2009, which was held at Market Studios; again, the two organisations were broadly
in the same locale. However, no other significant examples emerged either in interview or
through a websearch. Reflecting on this one interviewee reported that ‘the other visual arts

organisations are tough enough [to collaborate with], in Dublin anyway’.2’

264 Temple Bar Gallery and Studios, Generation: 30 Years of Creativity at Temple Bar Gallery and Studios,
13; "Our History".
265 Block T, "Link Culturefest," http://www.blockt.ie/#!link-culturefest/ijvlz.
266 "prass Release: Link Culturefest,"
http://www.newartstudio.org/images/LINK%20Culturefest%202012%20Press%20Release.pdf.
Organisations, as listed on their website, included The Joinery, NAS (New Art Studio), bio.space 033, The
Complex, Lighthouse Cinema, Market Studios / Unit H, Supafast Building, Ormond Studios, Brunswick Mill
Studios, Flat Pack Studios, The Chancery Studios, Visual Arts Centre, The Little Green Street Gallery, The
Lilliput Press, Loom Studios, Satellite Studios and support from d.ploy.
267 Anon. interviewee 8.
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Organisational cooperation is not limited to collaboration. For the most part interviewees were
delicate in their reflections on their relationships with other organisations; this is to be expected
given the continued co-existence of several of the organisations and given the relatively bounded
social community that they operate within. Cullen, of PP/S, considered that although they had

limited formal collaborations with Dublin based organisations:

But we have plenty of working relationships in terms of sharing equipment

or sharing resources, that sort of thing, that happens quite a lot.2%®

His claims of positive working relationships are supported by Fiore of thisisnotashop who
considered that PP/S was ‘a phenomenal ally’; she continues that there is ‘no point’ in ‘competing
with one another’.?®® |n a further intersection Prendergast reports that Basic Space used MTGS'’

Francis Street space for a period.

McAllister, of Ormond Studios, observed that there had been an attempt by some of the studio

organisations to cooperate:

We were trying to organise a kind of mesh of Dublin studios. We went to
some meetings about it. | can’t remember what exactly we were calling
ourselves but it was Block T, and Basic Space, and | think Market Studios,
and Exchange, as well [...]It was [that] all these spaces had gotten together
just to discuss maybe pooling ... whatever we have, information and ...

equipment, | guess to make more links between us really.?”°

The attempted initiative was not raised by any of the other organisations. While this indicates a
willingness to collaborate this was not universally perceived and one interviewee considered that
other organisations ‘keep to themselves’ and another that ‘it didn’t feel like we were part of a
Dublin wide art community’.?’* This latter interviewee reflected that engagement between their
organisation and other organisations was ‘probably more through personal connections than a
strategic “let’s join the dots and support each other as a cultural movement”’.?’2 One artist also
raised this issue stating ‘some of the artist-led spaces in Dublin operate as separate units’. This

was seen by the artist as a particular feature of Dublin based spaces that was different to other

268 Cullen, Interview with author.

269 Fiore, Interview with author.

270 McAllister, Interview with author.

271 Anon. interviewee 8; Anon. interviewee 1.
272 |bid.
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organisations they had worked with, particularly in Belfast where there was described by

comparison ‘a huge camaraderie’.?”3

Overall, there were limited levels of interaction between the organisations, especially at the
formal level. One suggested reason for this is the relatively dispersed geography of the sample
group. However, it could be expected that the high level of interpersonal connections between
the organisations, previously discussed, would counteract this. Furthermore, contrary to the
thesis that geographic dispersal limits collaboration, a variety of curatorial exchanges or

residencies were reported from outside of the Dublin area.

In particular, PP/S reported a variety of exchanges ‘whereby Pallas might curate something for
their space and vice versa’. In interview, collaborations with SOMA (Waterford), the Black Mariah
(Cork) and Catalyst Arts (Belfast) were given, and further examples are listed on their website.?”*
Both interviewees from Ormond Studios noted residencies and exchanges with Cow House
Studios (Wexford) and Basement Project Space (Cork). MTGS also highlighted collaboration with
Catalyst Arts (Belfast), G126 (Galway) and The Good Hatchery (Co. Offaly). They also participated,
alongside Block T, in in_flux 2011 an ‘alternative art fair’ hosted by Occupy Space Limerick which

included a selection of Irish and international artist-run organisations.?’

Thus, it is observed that organisations were more likely to collaborate with organisations from
outside of the Dublin area. Although not raised by interviewees, a speculative reason for the
limited inter-organisational engagement is that competition for limited external resources and
the consequential need to define and distinguish one’s own organisation, at the local level,

creates a competitive climate that is not conducive to collaboration within the Dublin area.

Itis evidenced that despite the advice and guidance that occurred at the inter-organisational level
at the point of establishment, there was limited continued engagement between the
organisations, although interpersonal connections remained. Based on the given examples it is
proposed that although the sample comprises a ‘field’ in the sense that the organisations are a
‘structurally equivalent’ domain of activity, as manifest within Dublin exhibits a primarily
fractured rather than cohesive character. Thus, the advantages of a hub built around networking
and reciprocity (of resources or information) that were outlined at the opening of this section are

limited within the sample group.

273 Anon Artist B.
274 pp/s, "About," http://pallasprojects.org/index.php/about.
275 Occupy Space, "In_Flux," http://www.influx2011.com/2011_05_01_archive.html.
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Chapter 2: Exhibitions and Activities

The major purpose of the sample artist-run organisations has been established as the provision

of gallery and, in many cases, studio opportunities. This chapter examines in detail the nature of
activities undertaken by the organisations as they are understood and communicated by key

personnel, with supplementary insight from a sample of exhibiting artists.

The activities of the organisations can be split into studio, gallery, and other activities. The
discussion begins with a synopsis of the studio activities and overview of the relationship and
level of interaction between studio and gallery. While the primary focus of this research is artist-
run exhibition space, the predominance of the dual function model means that it is essential to
consider studio activity and the interaction between gallery and studios in order to develop a

holistic understanding of the organisations.

This is followed by a detailed consideration of the main arts programming in the galleries. As the
gallery activities are the main focus of this thesis, this forms the core discussion of the chapter
and provides an important art-historical insight into the delivery of arts within these
organisations. This chapter provides an original insight into the artistic programming of these
organisations and how this develops over time. The chapter identifies the artistic priorities within
the organisations and the criteria and processes through which artists are selected. Here the
theme of experimentation is highlighted as of particular importance. The curatorial involvement
of the organisations, and the supports that they give to artists, are analysed. Reflecting the
diverse activities of the organisations discussion also includes consideration of inter- and trans-

disciplinary practices.

Through analysis of the relationship between organisation and audience a tension emerges
between the role of these organisations as developmental forums for artists and the more
traditional role of the gallery as a means for the display of art, and for the delivery of exhibitions

to the public. In exploring this definitions of ‘value’ are explored.

Studio and Gallery Relationship

Given the identified importance of the studios to motivations for establishing the organisations,
and also given the focus on community, it is of interest to consider the relationship between
studio and gallery both in terms of their physical location and, within each organisation, the level

of interaction between the two functions.

The analysis explored the extent to which the activities were either co-located within a single

building, or segregated into different locations, as such factors can affect the dynamic and
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experience of those using the spaces for both of the functions. The findings revealed that across
the dual-function spaces within the sample, the studio and gallery aspects of organisational
activity were predominantly co-located within the same building rather than split between
different locations, with two exceptions, PP/S and MTGS. As earlier outlined, PP/S’ gallery and
studios were located in separate buildings until their most recent premises in the Coombe, Dublin
8. MTGS' gallery and studios were co-located until they moved their gallery activities to Temple

Bar.

In both organisations, interviewees expressed that co-location was preferable, due to the
complementarity between the two activities, each enhancing the dynamic and energy of the
other. G. Murphy, of PP/S, explained that ‘it’s just much more natural to have that kind of link’.?"®
Prendergast, of MTGS, considered that:

The gallery-studio model in the one building is great — there is always a

great sense of energy about them coexisting.?””

This indicates that there is, in these examples, a reciprocal relationship between the two at the
level of community. Reflecting on their decision to conduct these activities from two separate
buildings, Prendergast stated that the studio activity was a ‘very integral part of the energy, the
life-blood of [the] organisation’ and that ‘splitting the gallery and studio project across two
buildings was a mistake’.?’”® This mistake was both in splitting this dynamic and from a practical

perspective it added to the management burden.

The Market Studios provides a contrast to these experiences. While their studio and gallery were

co-located Morrissey reported that the two aspects of that organisation did not often intersect:

Mainly people just want to have their studios as a work space, they don’t
really as a rule tend to get involved in the shows and the other events that

happen here.

Thus we see, across these examples, that the studio and gallery functions of these organisations
were reported as variously discrete and intersecting. However, it is observed that the degree to

which these intersect is predicated on organisational culture rather than an inevitability.

The studios were rented by both visual fine artists and others working in a broad range of creative

disciplines. An overview of this is useful in establishing the potential for integration between the

276 Murphy, Interview with author.
277 prendergast, Interview with author.
278 |bid.
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studio and gallery functions. McDonald, of Ormond Studios, reported that although designers
and photographers were not precluded, fine artists dominated in their studios. Fine artists were
also reported to dominate in MTGS. However, this focus was not exclusive and in correspondence
with Prendergast it was reported that historically a broad remit of visual practitioners including
designers and illustrators were resident.?’® PP/S’ webpage stated that their studio tenants are
comprised of, ‘artists working in the contemporary visual arts’.?®° The Market Studios’ website
stipulated ‘visual artists’ and consultation of their 2014 artist list evidences fine artists as
dominant.?®! In contrast, Driscoll reported that the physical dimensions of The Joinery space
precluded them from hosting painters and their catchment was primarily ‘mixed media, film,

photography, sort of laptop animation’ and similar mediums.282

Block T and the MART present a much more varied profile. According to Linders, in their
Smithfield premises, only around twenty-five percent of Block T’s tenants were from visual fine
arts and ‘everybody else works in all sorts of different aspects of the creative community’.?
Similarly Scanlan, of MART, reported a disciplinary mix depending on which studio building the
artist is located in. These variously included fine artists, illustrators, designers, musicians, film
makers and creative start-ups. Thus, overall a broad range of practices is evidenced as facilitated

within the studios. However, the high level of fine artists means that there is potential for the two

organisational functions to overlap.

Evidence of this integration is possible through analysis of the level to which studio tenants
exhibited within the gallery, and the degree to which this was a direct result of their tenancy. This
differed both across the sample and across the lifespan of the individual organisations. As
previously discussed, Ormond Studios stands alone as a membership-based organisation, and
they exhibited both members and non-members. All of the other dual-function organisations had

tenant artists.

The Market Studios and The Joinery are unusual as neither reported studio members’ shows, nor
were these evidenced on their websites. However, interviewees from MART, PP/S, Block T, and

MTGS all indicate hosting ‘studio members’ group shows.?®* For MART and MTGS these were

279 Email correspondance with author, (11/11/2015).
280 pp/s, "Studios," http://pallasprojects.org/index.php/studios; The Market Studios, "The Market
Studios," http://themarketstudios.ie/?page_id=915.
281 "The Market Studios".
282 Driscoll, Interview with author.
283 | inders, Interview with author.
284 A number of the organisations used the term ‘members’ to describe the artists tenant within the
studios however, with the noted exception of Ormond Studios, no formal ‘membership’ systems were in
operation.
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annual events; MART’s annual exhibition opened on April Fool’s day each year and MTGS, while
operating their gallery from their Francis Street premises, hosted a seasonal Christmas show.
Cullen highlights three instances of group shows of studio artists where ‘anyone who was in our
studio could show’.2® The first exhibition was in their Foley Street space. The second, By Diverse
Means We Arrive at the Same Ends (2006), was hosted in the CHQ building, in association with
the Dublin Docklands Authority.?®® In 2011, a group of studio artists exhibited together in
Dominick Street; the exhibition was called Hell’s Microwave, a reference to the microwave that
was set alight in the arson attack on their previous studio building.®” Block T launched their
gallery space in 2011 with an exhibition featuring studio members; this was the only example
from this organisation highlighted in interview. Finally, while in their Marrowbone Lane space,

Basic Space held a studio members’ exhibition entitled, Spirit of the Stairs (2015).

Group showcase exhibitions are a common practice within artist studio groups and it is
unsurprising to observe that these were supported within the dual-function remit of the
organisations. Nonetheless, through these group shows the studio artists undoubtedly benefited
from enhanced opportunities due to the dual nature of the organisations that they were tenant
with. In no instances were these exhibitions discussed or promoted as the endeavour of a
collective with a distinct identity but were rather the showcasing of a group of independent

individuals.

This same dynamic is apparent in the predecessor TBG+S. Early in their development they
exhibited studio artists, for example in the 1984 exhibition The October Exhibition, but they also
maintained that ‘There will be no such thing as ‘Temple Bar Artists Group’.2® However, it remains
that by hosting studio group exhibitions, the organisations publicly incorporate these artists

under their brand and there is an exchange of cultural capital between the two.

Group shows represent one example as to how studio and gallery facilities may exhibit
integration. Consideration of whether there was enhanced access to solo exhibition opportunity
gives further relevant insight into this matter. The question of studios artists’ exhibitions was one
that arose in the development of TBG+S. In the book Generation Cliodhna Shaffrey (current

Director of TBG+S) outlines ‘clashes of opinion’ and ‘heated debate’ around the issue of the

285 Cullen, Interview with author.
286 Dublin Docklands Authority, "Pallas Studio to Exhibit in Dublin's Docklands,"
http://www.dublindocklands.ie/index.jsp?p=94&n=224&a=151.
287 Cullen, Interview with author. Exhibited artists were: Darren Barrett, John Byrne, Andrew Carson,
Aoife Cassidy, Garrett Cormican, Orla Gilheany, and lan Slattery.
288 Anon, "Untitled Document " (NIVAL Box 9, 1986).
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representation of studio artists within the gallery programme, circa 1994.%%° An undated press
release from the same decade announces the launch of the ‘studios gallery’ which was described
as a dedicated exhibition space showing the ‘work of studio artists on an ongoing basis’.?
Consultation of the organisation’s website shows that this practice is currently engaged.?*
However, within the main gallery space exhibition policy documents from 1997 state that ‘There

is no prioritising of TBG&S member artists for exhibition’.?%2

Returning focus onto the sample organisations, Morrissey of The Market Studios was explicit that

studio members did not benefit from enhanced exhibition opportunities:

Because you have a studio here doesn’t necessarily mean you are going to
be in the exhibition programme [but] certainly, if people have an idea for

an exhibition we always try to encourage them to send in proposals.?®

G. Murphy, of PP/S, stated that the relationship between studio and gallery has ‘fluctuated’ and
that:

The curatorial side and the studios aren’t dependent on each other, but equally they

are not utterly separate either.?%

He reported that with the recent co-location of their studios and gallery spaces, an increasing
‘dialogue’ was anticipated between the two aspects of the organisation. Cullen also reported that
they encouraged the use of the gallery by studio artists by giving them reduced rental rates of the
gallery space. As an example of working with studio artists within the main (non-rented)
programme of the gallery, Cullen highlighted Niamh Moriarty and Ruth Clinton’s 2013 exhibition
ROTATOR. This exhibition is of note as it was an invited exhibition with an extensive run of ten
weeks and was thus particularly high profile. The differences between the two types of exhibition

are outlined in detail shortly.

Only interviewees from MTGS reported offering solo exhibition opportunities to studio artists as

a specific benefit of their tenancy. MacAthlaoich, of MTGS, recalled that:

28 Temple Bar Gallery and Studios, Generation: 30 Years of Creativity at Temple Bar Gallery and Studios,
14.
290 "press Release: Studios Gallery," (NIVAL main file TBG+Sn.d.). A newspaper article in 1996 also
discusses this: Anon, "Temple Bar Gallery and Studios," The Irish Times, 26/06/1996.
291 Temple Bar Gallery and Studios, "Exhibitions: Now + Next," http://www.templebargallery.com/gallery.
292 "Temple Bar Gallery and Studios Policy on Exhibitions and Studio Allocations," (NIVAL Box 9, 1997).
293 Morrissey, Interview with author.
234 Murphy, Interview with author.
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For a while we offered the studio members one show a year as part of the
deal of renting a studio space in Monster Truck. We had that for | think

probably a year and a half or two years.?*®

However, the practice was reportedly discontinued as the organisation needed to use those
programming slots to generate revenue for the organisation. With the exception of the annual
show, earlier noted, later examples of studio artists exhibiting in either of MTGS’ spaces are not
reported as predicated on their status as studio members. Rather this status is incidental and

exhibitions were the outcome of curatorially driven decision making.

The duality of function of these organisations is an important part of their identity. The Market
Studios provides a significant divergence from the other organisations by operating the gallery
part under a different name, Unit H, rather than using an overarching name for both parts of the
organisations’ activities, which reflects the distinction that has been described in the relationship
between the two functions within this organisation. Distinction between studio and gallery
activities is also seen in The Joinery and it is relevant that these two organisations have the most
developed disciplinary allegiances within their curatorial focus; this gives their arts programme a
distinct identity of its own which may not align with the practices of the artists within the studio
facilities. Within the other organisations there is evidenced some crossover in respect of solo
shows and certainly it can be considered beneficial for artists to be exposed to decision making
individuals in these circumstances. However only in MTGS’ early practices is an explicit advantage

evidenced.

Overview of Exhibition Structure

There are two types of exhibition hosted by these organisations: the first was variously referred
to as ‘invited’ or ‘in-house’ shows, or as the ‘main’ gallery programme, here no fee was charged
to the artists, and sometimes the artists was paid a fee; the second were often termed ‘rental’
shows and the artists paid a fee for the use of the gallery space. For clarity, in forthcoming
discussion distinction is made between ‘in house’ and ‘rental’ exhibitions.  While all the
organisations hosted both group and solo exhibitions, no distinction was made in interview about
practices related to group or solo shows, therefore no distinction is made in the forthcoming
discussion. However, there was a significant distinction between the in-house and rental

practices, in a number of instances, and is explored below in detail. An overview of the speed of

295 MacAthlaoich, Interview with author.
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turnover of the exhibition schedule and its implications for both the organisations and the artists

is then explored.

In-house and Rental Exhibitions

In practice, in-house and rental models were used to varying degrees by the organisations. Basic
Space and Ormond Studios did not use the rental model. The Market Studios utilised a rental
model only to a limited amount, undertaking just a ‘couple of gallery rentals a year’ with the rest
of the programme consisting of five curated shows and a series of live art events called

Livestock.?®®

Interviewees from Block T, The Joinery, MTGS, and MART reported that rental
exhibitions constituted the majority of their programming at the point of establishment. It also

constituted a significant portion of the programme for thisisnotashop.

The findings indicate that financial necessity was the driving motivation for the rental model, as

Driscoll, of The Joinery, explained:

The point is that we need the money to finance the place and so
unfortunately we had to charge people to use the space the same as

someone working upstairs [in the studios] pays to use the space.?’

Similarly, Booth of MTGS contended that renting the space out to artists was:

—the only way we could actually pay the rent for the whole building [...]

our attitude was ‘either we do that or we don’t have the space’.?%®

Echoing this Scanlan, of MART reported:

[W]e had to start hiring the gallery out a lot to get it to pay to cover costs
[...] So we do curate and manage a lot of the shows but we have to hire it

out an awful lot.

In contrast, The Market Studios engaged the rental model only to a limited degree, undertaking
just a ‘couple of gallery rentals a year’.>® However, these were de