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ABSTRACT 

This dissertation is concerned with participatory art within Irish contemporary art. I 

identify and investigate the key issues surrounding this topic, namely how this 

participatory art deals with audience, how curation has changed with the emergence 

of this practice, participatory art as public art and the nature of collaboration within 

this kind of work. I investigate these issues with reference to the philosophical 

concepts of emancipated spectatorship and the distr ibution of the sensible by Jacques 

Ranciere and the idea of the being singular plural of Jean-Luc Nancy. 

The works explored, in all bar the first chapter have been personally experienced, and 

the empirical research gathered from these experiences form a large part of my 

analysis of the topic. The research was also carried out through a series of interviews 

with artists, curators, philosophers and gallery and studio owners. 

This dissertation investigates what participatory art is in the context of Irish art 

practice, what the consequences of this practice are and the fundamental issues within 

it. It raises questions about the nature and purpose of the art object, the role of 

curation and the curatorial in participatory art practice. It also investigates the 

impermanent nature of participatory art, and what this means for the practice. Above 

all, this thesis analyses the collaborative aspect of participatory art, and proposes the 

idea of a practice based on collaboration and exchange. 
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INTRODUCTION 

During the course of my research, 1 examine the emergence of participatory art in 

Irish contemporary art. This practice represents a shift in how art is made by a new 

generation of artists, and I examine the attendant issues and philosophies associated 

with this practice. The contemporary artists and works discussed in this dissertation 

have all happened within the last I O years, and whilst there are a myriad of other 

working practices taking place in contemporary art in Ireland, I focus on participatory 

practice, as my interest in this work revolves around the relationship between an 

artists practices, space and the viewer. I examine works that I have personally 

experienced in four out of the five chapters in this dissertation, as experiencing the 

work formed an important part of the methodology in examining this practice. The 

work has not been contextualised before, having only had few reviews of the work (if 

any in some cases) in Ireland thus far. This dissertation also operates as a way of 

contextualising the work, and consolidating the practice of participatory art in Ireland, 

and more specifically Dublin in particular. 

Participatory practice places the viewer at the centre of the work. It is a practice that 

subverts the narrative of the artist as the single genius-creator, cloistered away in their 

studio, only to emerge with an object of art within which all meaning resides. In the 

words of critical theorist Grant Kester, dialogical or participatory art aims to: 
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... replace the traditional, "banking" style of art .. .in which the artist deposits an 
expressive content into a physical object, to be withdrawn later by the viewer
with a process of dialogue and collaboration.

1 

Participatory practice instead occurs in an open, dialogical environment. Artists 

frequently work collaboratively within this practice, sometimes in studios with no 

walls between artists' spaces. It has a public from its very inception, created, as it is, 

in dialogical conditions, between people, and other artists' practices. The work opens 

up towards the viewer, and, instead of providing a spectacle for the viewer to 

appreciate, participatory art provides an experience for an audience to participate in. 

The viewer is positioned as a participant, and for the purposes of this dissertation the 

viewer of participatory art will be referred to as the participant. As art historian and 

critical theorist Claire Bishop states: 

... the artist is conceived less as an individual producer of discrete objects than 
as a collaborator and producer of situations; .. . while the audience, previously 
conceived as a 'viewer' or 'beholder', is now repositioned as a co-producer or 
participant.2 

The artist is no longer the sole creator of meaning through an object, instead now they 

are facilitators, or translators of experiences. This is an art of experience, an art of 

negotiation between artist, space, material and participant. This dissertation examines 

the space of that experience, the issues that arise within it and the philosophical 

concepts that can be used to inform it. 

Methodology 

As this is an art of experience, the research for this dissertation had to be carried out 

empirically, that is to say I experienced each case study examined in this thesis. This 

1 Grant Kester, Conversation Pieces, Community and Communication in Modem Art, 
University of California Press, Los Angeles, Berkeley, London, 2004, Pg. 10. 
2 Claire Bishop, Artificial Hells, Participatory Art and the Politics of Spectatorship, 
Verso Books, London, New York, 2012, Pg. 2. 
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was a crucial element of my research. As a practicing artist, I am coming at this work 

from the perspective of a practitioner. It is an attempt to further understand my own 

practice within the context of what is going on contemporaneously with my peers, and 

why this kind of work is emerging this way. As an artist living and working in 

Dublin, this has meant that the case studies discussed are Dublin based. As a 

practitioner, my main area of interest is in the space between the work, audience and 

space. The frisson of the relations in that space form the centre of my practice, and it 

is the space of this experience I wish to interrogate. As an art of experience, it is 

crucial to have experienced the work in order to discuss it, and essential to the 

research process of this dissertation. I then carried out a number of interviews with 

key practitioners of participatory art, for example artists Ruth Clinton and Niamh 

Moriarty, and groups such as Basic Space and those involved in the practice of 

participatory art, such as curators (for example Kate Strain) and gallery owners such 

as Pete Prendergast of Monstertruck gallery and studios3 and philosophers such as 

Michael O'Rourke. 

I did not carry out interviews with the audience members or participants of the works 

themselves beyond what is already published in the public realm, as the focus of this 

dissertation is on the four key issues of participatory art in Ireland laid out in the 

following chapter and introduced here; namely issues around audience, curation, 

participatory art as public art and collaboration. 

3 The gallery of Monster Truck Gallery, formerly in Temple Bar has since closed, in 
Autumn 2014. 
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I begin this discussion on participatory art in Ireland with two case studies from Rose 

80, an international art exhibition of contemporary art held in Earlsfort Terrace in 

Dublin that year. The case studies chosen, Marta Minujin's James Joyce Tower and 

Nigel Rolfe's Two Beds (both 1980), are not the first instances of participatory 

leanings in Irish contemporary art;4 rather they are chosen because of the broader 

reach of Rose's audience - over 50,000 people went to see the first Rose, Rose 6l5 for 

example, than to smaller happenings of the time. Rose 80 represented a seismic shift 

in the Rose series of exhibitions also. From having no Irish artists represented in the 

first few (Rose 67, 71 and 77), and works chosen by a panel of foreign experts, Rose 

80 had an almost entirely Irish committee choosing the work for the first time (albeit 

advised by an international panel), and included Irish artists in its selection for the 

first time. It believed in " ... the artists ' search for new means of expression, new. 

invasions of territory ... "6 Jn-situ installations and performance art were the focus of 

Rose 80, 7 and it is this reason it is so significant, and the reason for focussing on the 

two case studies discussed in Chapter 1. It was the first time such work was a focus of 

such a large exhibition in Ireland. Rolfe's Two Beds, and Minujin's James Joyce 

Tower were not the first works of their kind to happen in Ireland, but they were the 

first in the context of an international contemporary art exhibition to happen in 

Ireland. They foreground key issues that arise in participatory art today, and I discuss 

them through the four key issues I outline of participatory art: audience, (taking part 

in and activating meaning in Minujin's case and moving the locus of meaning from 

4 Brian O'Doherty is credited as having created the first piece of performance art in 
Ireland in the Project Arts Centre in 1972, in a piece called Name Change, see 
footnote 27 in Chapter 1. 
5 Dorothy Walker, Modem Art in Ireland, The Lilliput Press, 1997, Pg. 114. 
6 Dorothy Walker, Rose 80: Poetry of Vision: An International Exhibition of Modern 
Art and Chinese Painting, 1980, Pg. 11. 
7 Walker, Modern Art in Ireland, Pg. 127. 
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object to artists body in Rolfe's case), curation, public art (and art in public) and the 

nature of collaboration in Chapter 1. 

First of the issues I discuss in relation to participatory practice in Irish contemporary 

art is the issue of audience, and how the audience is repositioned from a spectator to a 

participant within this art practice? I examine why this is, and how the work operates 

this principle. Secondly, I examine the issue of curation. The traditional role of the 

curator has changed with the emergence of participatory art, and I wanted to 

investigate the relationship between artist, curator, space and what that means for the 

practice. Next is the issue of participatory art in public, and how it succeeds and fails 

as public art. Finally I look at the issue of collaboration. Collaboration pervades very 

layer of participatory practice. It forms a large, possibly the largest part of its process. 

I investigate what the nature of this collaboration is, and how it forms such an 

essential part of participatory practice. 

The first issue I identify is that of audience, and how participatory practice deals with 

audience. I examine this issue in Chapter 2. As mentioned, the viewer is primary in 

participatory art. As one of the artists discussed in this dissertation, Niamh Moriarty, 

states: "They [the audience] are the reason you make the work." 8 As a result, the art 

object is secondary, or often absent. As in the case of Ruth Clinton and Moriarty's 

work, Stoneybatter River Walks, 2012, from the Joinery, Dublin, the work can take 

place in the almost total absence of material, in this case in the form of a guided tour. 

For Stoneybatter River Walks, the artists directed the participants on a tour of 

Stoney batter over the course of the underground river Poddle. In fact the participants 

8 
Niamh Moriarty, Interview with the author, 2nd October 2013. 
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made up the majority of the physical content of the piece. Stoney batter itself and the 

River Poddle had an equal part in the shape and fonn of the piece. It shaped the 

direction of the tour, and the content of the work. The work is "site-responsive."
9 

Site 

has equal actance10 on the piece, along with audience, the artists themselves and the 

works materiality. The artists responded to what was already, there, uncovering layers 

of myth and narrative of the site of the work, rather than placing their own practice 

upon a site, they work with it. 

There is an equality to this position that brings to mind philosopher Jacques 

Ranciere's philosophical concept of emancipated spectatorship. I argue that 

participatory art engages emancipated spectatorship. Ranciere contends: "An 

emancipated community is a community of narrators and translators." 11 As 

participatory art does not position the artist or object as the repository of all that is 

knowable about it, instead meting meaning out amongst its participants, participatory 

art actions emancipated spectatorship. According to Ranciere: 

What human beings contemplate in the spectacle is the activity they have been 
robbed of; it is their own essence become alien, turned against them, organizing 
a collective world whose reality is that of dispossession.12 

Participatory practice does not create a spectacle to be marveled at by the viewer. 

Instead, it creates an experience the participant can enter into as much, or as little as 

they chose. It does not place meaning with the artist or object, above the participant, 

instead meaning resides between them. The participant is not left trying to close the 

gap between the artists' mastery in comparison and their own ignorance. As the work 

9 Niamh Moriarty, Email to author, 19th November 2014. 
10 I take actance in this case to mean agency, power. Site can contribute meaning as 
much as any other element of the work, it can act, therefore it has actance. 
11 Jacques Ranciere, The Emancipated Spectator, Verso Books, London & New York, 
2009, Pg. 22. 
12 R "' p 7 anc1ere g .. 
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is created for an audience, in a discursive, dialogical environment, where the space or 

site also has actance, meaning is distributed amongst each the various elements of the 

work (artists, space, collaborators, materiality). There is no one single source of 

meaning, knowledge is shared without privilege or priority. 

Ranciere's concept of the distribution of the sensible is also used to understand the 

work. The distribution of the sensible is the conditions and situations governing what 

can be known, and seen, and by whom, and how. It operates within a police order, the 

police order being the laws that govem the attribution of this knowledge. Throughout 

this dissertation I argue that participatory art re-distributes the sensible as it does not 

give primacy to any one element. Instead, each of the component parts of 

participatory practice operates equally, without hierarchy. 

The second issue I tackle in this dissertation is that of curation, examined in Chapter 

3. As participatory art has developed, the role of the curator has changed. The curator 

was traditionally a person who cared for art objects, either on behalf of an institution 

or collector. They chose what was seen and unseen from these collections, or what 

works from a particular artists practice were shown for exhibition. However, given 

the frequently dematerialized nature of participatory art, and its absolute contingency 

on environment and audience, curators can no longer chose objects from an artists 

oeuvre to show. Artists themselves place their work in the site from its inception, as 

the work is ultimately informed by site, and is 'site-responsive' as Moriarty stated. So 

what is the role of curation in participatory art? I discuss the idea that the curator now 

creates: "the context within which the means for engagement with art or an artists 
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practice can take place." 13 They bring about the conditions within which the work can 

happen, by practical means (sourcing funding, materials etc.), conceptual (bringing an 

artists to a place or community to work with, or inviting them to respond to an idea or 

situation) and as a general support for the artist, as opposed to the object. They no 

longer chose objects for display, but instead act as intermediaries between artists' 

ideas and their outcomes. 

Another issue I identified during the course of investigating the nature of curation is 

that the artists themselves now work curatorially, and thus the nature of the institution 

has changed. Indeed the artist themselves become institutions, as with Basic Space, a 

loose, revolving group of artists formed during their time in college in NCAD. They 

interact with large, established cultural behemoths differently than previously. Instead 

of being subsumed by the institution, participatory artists look at the larger institutions 

parasitically, at what they can use them for, rather than being subsumed by them. It is 

almost an inverse of what went before. 

I examine how the elective nature of participatory art functions as public art, and how 

it's collaborative, responsive, reciprocal nature can make for a profound and 

meaningful engagement with site and community in Chapter 4. rt operates in relation 

to each of its component elements, and the relations between these elements 

(community, site, artist, curator etc.) form the work. Participatory art can be viewed 

as a series of relations. Therefore, it can be said that its natural antecedent is relational 

aesthetics. Relational aesthetics is: "The aesthetic theory consisting in judging 

artworks on the basis of inter-human relations which they represent, produce, or 

13 Kate Strain, Interview with the author, 2nd February 2014. 
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prompt."14 Relational aesthetics calls for art to provoke relations, or relations between 

viewers of the work. By the very nature of this position, the artist is providing 

spectacle, operating from a position of power and knowledge above the participant. It 

renders them spectators in the Ranciereian sense, agents of the artist will in their 

interactions with each other and the work itself. They are not equals in the piece, but 

instead actors of the artists will. Relational aesthetics asks only that relations occur, 

with what, why and the depth of this is immaterial, it is simply enough that it happens. 

Participatory art situates its audience as participants, as co-creators and instigators of 

the work. The issue of the relations that occur within this relationship are looked at 

using the philosophical concept of the being singular plural by Jean-Luc Nancy. 

Being singular plural is the idea of how one can retain one's individuality, one's 

innate 'oneness' , or singular, whilst being part of a larger group, or a plural. In other 

words one is not defined by being plural, but neither is one defined by one's 

singularity. Instead, both occur, simultaneously, all the time. These singulars operate 

in relation to other singulars, without forming a conglomerate and defining group. In 

other words, each singular is not simply a complete, alone ' I' . Instead it occurs only 

in relation to other 'I's or singulars, and in doing so, a 'being-with' happens. It is in 

this ' being-with' or non-definitive plurality that existence occurs, in the relations 

between each singular. As the singulars constitute existence, the freedom of the 

singular is preserved, as each one occurs in relation to each other one, constantly, all 

the time, and thus a separate, definitive group cannot occur. They are in relation to 

each other, plural entities, but not defined by their plurality. They are simultaneously, 

singular and plural, neither one nor the other, but both concurrently. Existence is 

14 Nicolas Bourriaud, Relational Aesthetics, Les Presses du Reel, Dijon, 1998, Pg. 
112. 
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singular plural, both at the same time -being singular plural. Meaning occurs between 

these 'I's, I relation to each other, in the singular plural: 

There is no meaning if meaning is not shared, and not because there would be 
an ultimate or first signification that all beings have in common, but because 
meaning is itself the sharing of Being.15 

Instead of the work existing to provoke relations between people, as in relational 

aesthetics, in participatory art, the relations, human and inhuman, form the piece. The 

participants are not herded into action, they chose or elect to take part, and their 

participation creates the meaning of the work. They are not defined by this 

interaction. Their participation is material. 

This is key in understanding the issues of participatory art as public art. Participatory 

art is site-responsive, informed and shaped by it's environment, and the space of the 

work has actance, and always temporary, it provides participants the choice to interact 

with a situation occurring within their own community, not to it. It is an elective, 

discursive16 process, one the participants chose to be a part of. It is different to 

community art, where the focus is primarily and often solely on community 

engagement, 17 in participatory art, each element of the work has equal agency - the 

artists, the space/site, the participants and the works itself (this idea is discussed in 

15 Jean-Luc Nancy, Being Singular Plural, Standford University Press, Standford, Pg. 
2. 
16 Whilst I am aware of the Foucauldian interpretation of the discursive, for the 
purposes and scope of this dissertation I take discursiveness in this instance to be the 
fluid and expansive exchange of ideas and communication, an openness to a 
conversation that does not end with the material realization of a piece of work. 
17 For more reading on community art see: Johanna Billing, and Maria Lind, Taking 
the Matter Into Common Hands, Black Dog Publishing, 2007, Miwon Kwon, One 
Place After Another Site-Specific Art and Locational Identity, MIT Press, 
Massachusetts, London, 2002, Grant H. Kester, Conversation Pieces Community and 
Communication in Modern Art, University of California Press, Berkley, Los Angeles, 
London, 2004, Jenni Walwin, (ed), Searching for Art' s New Publics, Bristol, Intellect, 
2010. 

10 



more detail in Chapter 2). I argue that participatory art succeeds in its transitory 

nature, as those experiencing the work have a choice whether to engage with the piece 

or not, something that does not happen with more permanent, monumental work. 

Participatory artists embed themselves within a community on the process for their 

work, as with the two case studies I identify in dealing with this topic in Chapter 4, 

Seamus Nolan's Hotel Ballymun, 2007, and Jesse Jones's The Prosperity Project, 

2013. I argue that this kind of work re-distributes the sensible ofRanciere's paradigm, 

and its success lies in its ephemeral state. 

The most prevalent issue in participatory practice is collaboration. Collaboration 

occurs constantly throughout participatory art. It is perhaps its most defining feature. 

All of the artists I this dissertation work collaboratively, and this subject is the topic 

of the final chapter in this thesis, Chapter 5. Participatory a1tists work collaboratively 

with each other, (Clinton and Moriarty), all collaborate with the communities and 

place they operate within, the curators, the place itself and the audience, the 

participants. The lines diving each role are often blurred. For example, RGKSKSRG, 

when curating Tonight, you can call me Trish, left the scenography18 of the exhibition 

to two of the artists they asked to participate in the show, Mark Durkan and Eilis 

MacDonald. Clinton and Moriarty acted as curators and artists in one of the shows 

discussed in Chapter 5, Amid the Deeping Shades, which took place in the Deer Park 

Hotel, in Howth, Dublin, from the 19th October to the 16th November 2014. 

Collaboration is essential to participatory art. It happens at every juncture; from the 

creation of the work to its realisation. Collaboration is the action of participatory art. 

It is the space in which it happens, the act of collaboration constituting the material of 

18 Scenography a theatrical term, relating in this context to the physical positioning of 
the work within a space. 
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the work. The collaboration continues between each participant that experiences the 

work, absorbing into the site of the work, through the continuing practice of the artists 

and the community. In Chapter 5 I discuss the meaning of this exchange within the 

context of participatory art, and what it means for this mode of practice. 

I begin this discussion by examining the context for the emergence of this kind of 

work. I look at two pieces of work from Rose 80, Nigel Rolfe's Two Beds, 1980 and 

Marta Minujin's James Joyce Tower 1980. They act as precursors and give an early 

insight to issues that later arise in participatory practice. 

12 



Chapter 1 

ANTECEDENT 

In this chapter I examine the historical context for the emergence of participatory art 

in Irish contemporary art. I discuss two works in particular, Nigel Rolfe's Two Beds, 

1980, and Marta Minujin's James Joyce Tower, 1980, which both took place as part 

of Rose 80, a series of international art exhibitions that took place in Ireland roughly 

every two years or so from 1967 to 1988. I am using these works to foreground the 

conditions from which participatory art emerged in Ireland, and discussing the works 

through the four key elements of participatory art: how they deal with audience, 

public art (and the public in art), curation and collaboration. These are by no means 

the definitive beginning of participatory art; rather they are chosen as early indicators 

of the processes later to form participatory art. The Rose exhibitions had a large 

audience (50,000 people came to Rose 67 for example19
) and as a result a broad reach. 

Installations and live art performance were the focus of Rose 80, which represented a 

shift from previous more object-orientated Rose 's and a daring move internationally. 

Rose 80 was also chosen by an Irish committee ( albeit advised by an international 

board) so is a significant indicator of contemporary thinking in an Irish context. I 

begin this discussion by setting out the context for the emergence of participatory art 

in Ireland, by briefly outlining how the first Rose, Rose 67 was so revolutionary in 

contemporary art in Ireland at that time. 

19 Dorothy Walker, Modern Art in Ireland, The Lilliput Press, 1997, Pg. 114. 
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Rose '67 

Rose 67 comprised of paintings done within the previous 4 years by internationally 

renowned and critically acclaimed contemporary artists of the time, such as Jean 

Dubuffet, Joan Miro, Robert Rauschenberg and Barnett Newman. It' s explicit intent 

was to bring Irish art and artists up to date with what was going on in contemporary 

art internationally, and no Irish artists were selected for the exhibition. Show 

committee member Dorothy Walker stated that 'The two month duration of the 

exhibition was worth two years in art school. ' 2° Critic of the time John C. Kelly 

described the significance of the show thusly: 

If a great many people are (in the American Phrase) 'exposed' to the modern 
Irish paintings and sculpture in the R.D.S. then some of them at least could 
become aware for the first time not merely of what is being done but of what 
is valid in contemporary art and design.21 

Fifty thousand people went to Rose 67, and every child in primary school in the 

country was given the day off to go up and attend the exhibition by the Department of 

Education. The show was hung in the main hall of the R.D.S., the walls covered in 

white muslin. The work was shown hung back-to-back, and nothing like it had ever 

been seen before in Europe or America. It allowed the visitors to walk around the 

work, with each painting in dialogue with the one behind and beside it, suspended in 

the cavernous space of the main hall. The paintings framed each other, as opposed to 

being framed by a wall behind them, their specific situations changing with the ebb 

and flow of the crowd around them. 

20 
Walker, Pg. 116. Continued: "Rose '67 was the death knell of the old National 

College of Art; from 1968, when students across the world were in open revolt in any 
case, the students ofNCA, inspired by what they had seen, mounted a serious 
challenge to the academic tradition of teaching." 
21 

John C. Kelly, "Rose 67 Exhibition", Studies: An Irish Quarterly Review, Volume 
56, Number 224, Winter 1967, Pg. 370. 
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Irish art was seen as too provincial, undeveloped and backwards to have a place in the 

international avant-garde, and therefore selection for the exhibition. It can be argued, 

however, that instead of being backwards, the Irish modernism was merely a more 

subtle engagement with the massive cultural changes taking place in Ireland at that 

time. Irish art of the time undoubtedly did lack an avant-garde, and Rose 67 

highlighted this lack considerably. 22 However the exclusion oflrish artists places 

Ireland on the periphery, outside modernity, using only Celtic and Bronze Age 

artefacts as the only visual representation of Ireland at the time, denying any 

modernity for the country.
23 

It also denied the relevance of art made in Ireland then, 

concentrating on a perceived lack of the avant-garde rather than a generation of artists 

coming to terms with the huge economic and cultural shifts of the time24
• 

Irish painting was described by critic and artist Brian O'Doherty as: 

... characterized by a mythical rather than historical sense, an uneasy and 
restless fix on the unimportant and a reluctance to disclose anything about 
what is painted, let alone make a positive statement about it.25 

The distant gaze of the ascendancy class had been subsumed by an obsession with 

representing the mists and myths of the Irish landscape, an 'atmospheric' art, as 

influential critic and artist Brian O'Doherty called it. The dominance of this style of 

painting, exemplified by Nano Reid and Patrick Collins caused a: 'rejection of 

22 
Taoiseach Sean Lemass had come into power, with the almost opposite vision for 

the country than de Valera had. 350 new foreign companies opened in Ireland 
between 1960 and 1969, emigration levels briefly abated in the economic success and 
Lemass also readied the country for membership to what was then the European 
Economic Community, now the European Union. He was engineering a country that 
looked outwards instead of in for the first time since the foundation of the state. 
23 

Barber, Fionna, "Art in Ireland Since 1910", Reaktion Books Ltd., London, 2013, 
Pg. 151. 
24 b Bar er, Pg. 151. 
25 

Brian O'Doherty, "Introduction", The Irish Imagination 1959-1971, Exhibition 
Catalogue, Municipal Gallery of Modem Art, Dublin, 1971, Pg. 25. 
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everything that did not apply - not to Irish art but to the Irish experience. '26 The 

public featured only as unreal figures in a rustic fantasy within the work itself. 

However what it meant to be Irish had changed hugely, and what O'Doherty called 

'misty Irish paintings' can be said to reflect that relationship, as it deals with the 

atmospheric, the feeling and sense of Irishness that came largely from the land and 

it's people. 

The misty, atmospheric painting of Ireland (the native) neatly avoided an abrasive 

confrontation with English (the colonizer) by being neither strikingly nationalist or 

unionist, instead completely immersed in the essence of the land.27 This is an 

excellent example of transculturation, a neologism first mooted by postcolonial 

scholar Fernando Ortiz. Transculturation is the mingling of two cultures, absorbing 

into each other, and creating a new and unique culture, a transculture. It replaces the 

acculturation of previous debates on post colonialism, a term bound up with the loss 

and often-violent upheaval of one culture by another, and the native by the colonizers. 

Indeed, the lack of Modernist influence begat a singular and distinct art, with none of 

the internationally fashionable 'provincial Modernism' that pervaded other countries 

outside the American and European Western dominated international contemporary 

art world. If 'The history of Europe has become a master narrative which is used to 

locate all other histories . .. ' 28 and therefore cultural narratives and development, then 

Ireland's extremely unique style stood outside of a post colonial reading of Ireland's 

26 O'Doherty, Pg. 11. 
27 Sean Keating' s famous Men of the South famously commemorates gun toting IRB 
recruits, but with a dispassionate and almost purely academic eye. The figures are 
neither lionised as heroes nor degraded as thugs or simpletons. This contradiction also 
neatly fits within the transcultural argument-it is a blending of two visions, neither 
identifiably one nor the other, but a separate gaze. 
28 David Slater, "Post Colonial Questions for Global Times", Review oflnternational 
Political Economy, Volume 5, Number 4, Winter 1998, Pg. 653. 
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culture. Contemporary international art movements such as Pop Art and the 

Modernist avant-garde had little place in a society still built around old agrarian 

principles and a Catholic morality. (Indeed the Arts Council was presided over by 

members of the priesthood from 1959 until 197329). Indeed, up until the late ' 70' s, is 

was said: 

The Irish have always been wilfully distinct, and their art reflects this sense of 
national identity. And in the visual arts in modem times, they have never 
achieved greatness; the work has been good, but distinctive rather than 
distinguished30

. 

Rose 80, and New Ways of Looking and Working 

The Rose exhibitions continued from 1967 to 1988 with varying degrees of success. 

The most significant Rose within the context of participatory practice was Rose 80. 

The committee for Rose 80 was entirely Irish for the first time, albeit it assisted by an 

international panel of advisors.31 The two pieces I discuss in Rose 80, Nigel Rolfe's 

Two Beds, 1980, and Marta Minujin's James Joyce Tower , 1980 are significant for 

the subsequent development of participatory art in Ireland. Firstly, in the case of 

Rolfe' s piece, it charted one of the first32 pieces of live performance art to Ireland, 

with all it' s attendant issues of the object, the artists body as a location of meaning 

and vehicle of the work. In Minujin's case, her piece James Joyce Tower, 1980 (Fig. 

29 Monsignor Padraig de Brun from 1959-1960 and Father Donal O'Sullivan from 
1960-1973. 
30 William Packer, "Rose Chorcaigh - Irish Art 1900 - 1950, Financial Times, 11 th 

December 1975, Rose Archive, NIV AL. 
31 Brenda Moore Mccann, "A Poetry of Vision: The Rose Exhibitions" , Irish Arts 
Review Yearbook, Vol. 18, 2002, pg. 131. 
32 The first piece of performance art in Ireland took place in what was to become the 
Project At1s Centre in 1972. Irish critic and artist Brian O'Doherty changed his name 
to Patrick Ireland in a ceremony he called Name Change, in front of a number of 
witnesses. He buried Patrick Ireland in another ceremony at IMMA in 2008 in 
recognition of the Good Friday Agreement. Whilst this is the first piece of 
performance art in Ireland, Rolfe's piece and his practice as an artist arguably has had 
more influence, as I will explain further on in this discussion. 
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Figure 1, Nigel Rolfe, 'Two Beds', Rose '80. 

2), an outdoor, public installation, brought about issues around collaboration, and the 

idea of making work with a place, rather than to a place, and art in public/public art. 

The curation of Rose 80 marks the beginning of a shift in this practice to one that 

deals with public interaction, installation, and live performance. I will first examine 

Nigel Rolfe's piece Two Beds. 

Two Beds, (see Fig. 1) is now a canonical piece oflrish performance art. In the work 

Rolfe impressed the shape of his naked body into two 'beds' made of flour, opening 

up questions about the body, the artist him or herself as a medium, and what art could 

be. The audience sat on the floor around the artist, no stage or barriers present, on the 

same level as the performance. It was one of the first acts of performance art in 

Ireland.33 Rolfe's piece was all the more resonant as he was resident in Ireland at the 

33 The first piece of performance art in Ireland took place in what was to become the 
Project Arts Centre in 1972. Irish critic and artist Brian O'Doherty changed his name 
to Patrick Ireland in a ceremony he called Name Change, in front of a number of 
witnesses. He buried Patrick Ireland in another ceremony at IMMA in 2008 in 
recognition of the Good Friday Agreement. Whilst this is the first piece of 
performance art in Ireland, Rolfe's piece and his practice as an artist arguably has had 
more influence, as I will explain further on in this discussion. 
There were other performances in Rose 80, most notably Marina Abramovich and 
Ulay, and also a piece by Laurie Anderson. However, their practices are not based in 
Ireland, as Rolfe's is, hence his piece being the focus of the discussion. 
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time, and instrumental in setting up of the Project Arts Centre, one of the foremost 

centres of contemporary art in Ireland today. He also taught in the National College of 

Art and Design, was a director of the Project Arts Centre in I 974, and was a very 

influential figure (along with Alistair MacLennan34
) in the development of 

performance art in Ireland today. 

The piece mainly opened up the possibility of the artists themselves being the 

medium, moving beyond an art where objects are the final outcome of a practice. As 

Rolfe himself said: "Art is in the making as much as in the final product. "35 The piece 

opened up a dialogue with the audience, the energy and proximity of the audience 

subtly affecting the cadence of the performance by their very presence. The mesmeric 

act of creation was witnessed by all who attended, and had profound affect on one 

reviewer (Roderic Knowles): 

My first response was one of acute boredom, accompanied by slight 
aggravation ... has art really degenerated to this? Is he just a charlatan? ... But to 
my surprise, I found this boredom become subtly and quite suddenly 
transformed. It was a threshold to be crossed which, when crossed, led to a 
condition I can only describe as ecstasy.36 

The work unfolding and happening in the same room as Knowles captured him in the 

moment, as there was no barrier or stage in between Knowles and Rolfe, Knowles 

stood on the stage, within the piece itself. The object was no longer static material, 

but human, live in front of him. The revolutionary nature of Rolfe' s practice, and his 

fellow performance pioneer Alistair McLennan, cannot be overstated. They opened a 

34 Alistair MacLennan is a Scottish performance artist who has been teaching in 
Belfast since the 70s, and a pioneer of the durational form of performance art in 
£articular. He is one of the first performance artists in Irish art history. 

5 Nigel Rolfe as cited by Paddy Wordsworth, "But Is It Art?" The Irish Times, 10th 

June 1982, Rose File, NIV AL, Pg. 10. 
36 Roderic Knowles, "Madmen or Priests, Scandalising the Public or Educating 
them?", The Cork Review, Volume 2, Number 3, June 1981 , pg. 21. 
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dialogue within the Irish art world of performance with an audience, the nature of the 

art object and the artist's body as a site of experimentation, creation and expression. 

In a press pack about his work around the time of Rose '80, Rolfe describes the 

rationale behind his work thus: "His underlying concerns are also social ... being 

concerned more with the exchange of ideas to a wider possible audience."37 This 

directly challenges the previous pre-Rose orthodoxy in Irish contemporary art of art

as-object. Instead it could be an experience open to many. He opened up a vocabulary 

for exchange, collaboration, and experimentation about what art was and could be 

within Ireland in a profound way in Rose '80. 

He, along with MacLennan, instigated the possibility of the audience being present at 

the creation of the work, live, with art unfolding in front of them. This has been taken 

further in participatory art in that the audience are present within the work, with 

participants shaping the form, speed, and content of the work. The artist's role has 

moved from that of a single visionary to that of a facilitator of experiences, or events. 

Rolfe described his practice as 'living sculpture' rather than performance, retaining 

the object nature of the work, but suggesting an animation, or activation of the object. 

Knowles' understanding of performance art and its role with and within the audience 

wanes by the end of his discussion however, and he states, "I do not think any real 

artist can be concerned with this. His concern cannot be with distractions 

[performance art] but with the deeper issues of life."38 Knowles suggests performance 

art is too slight and insignificant a medium to carry real, critical weight, or sustain 

37 Nigel Rolfe, "The Ground Drawings", 1978-1980, Nigel Rolfe Archive, NIV AL. 
Pg. 3. 
38 Knowles, Pg. 22. 
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meaning beyond its base physicality. He was not the only one to find performance art 

difficult. Critic Brian Fallon also had problems with the ephemeral, performative 

nature of Two Beds. In his review of Rose 80, he says of Rolfe's piece: "l prefer my 

performances in the theatre or in the concert hall, and my art on the walls."39 

However, a new generation of artists were more willing and open to explore this new 

language, such as Aleana Egan and Amanda Coogan40 subsequently. 

In a somewhat humorous accident of juxtaposition, an extract form a statement by 

Alistair McLennan sits opposite Knowles' review of Rolfe's performance at Rose '80 

in the Cork Review. Progressive, contemporary and beautifully poetic, it represents a 

succinct declaration of what performance art is, and what it aims to do: 

... There are no 'innately' artistic means. / Art Purifies action. / It is within the 
ordinary. / Real art requires no intermediary. / ... Aesthetics alone are a surface 
affair ... / There is no art higher than that of ordinary, everyday living./ ... 41 

It is a perfect summation of the gap between the old guard of critics and art world 

professionals and a new way of thinking about art and audience. Two Beds took place 

on the same level as the audience, literally. It fostered an instinctive engagement, with 

meaning occurring within that engagement, and therefore more open to anyone who 

chases to engage with it. Rather patronisingly, performance art's strength in its ability 

to involve anyone in its experience was acknowledged by reviews of the time: 

"Difficult and strange though it may seem, it [performance art] has on occasion 

shown itself to be surprisingly intelligible to unsophisticated audiences ... "42 It was a 

39 Brian Fallon, "Rose 80 Exhibition in Dublin." The Irish Times, 28th July 1980, 
Rose File, NIV AL. 
40 Aleana Egan and Amanda Coogan are international Irish performance artists, who 
both studied under either MacLennan or Rolfe. 
41 Alistair MacLennan, "Extract From a Statement by Alistair McLennan", The Cork 
Review, Volume 2, Number 3, June 1981, Pg. 22. 
42 Wordsworth, Pg. 10. 

21 



seismic shift in attitude in art in Ireland at that time. It began a conversation about 

what meaning is, and how it can be communicated. It was no longer just the physical, 

object outcome of a single mind, but instead an experience open to anyone who 

wished to witness it. The audience were present at the moment of creation, and thus 

part of the process of the piece. It opened up meaning, as the object (painting, 

sculpture, the most prevalent art objects in Irish contemporary art at the time) was no 

longer the repository of all meaning; instead it was shared by all those who were 

present in the process of the work. It also opened up the idea of art as an event, not 

just a static show of paintings or sculptures. Instead art could be an experience, a live 

event with an animate duration. It began a conversation of openness and interchange 

that continues in participatory art today. 

This opened up a possibility within Irish art for participatory art. Participatory art 

places the audience at the centre of the work. They are primary. As artist Niamh 

Moriarty, whose work as one half of a collaborative practice with Ruth Clinton 

(discussed in Chapter 2) stated: "They are the reason you make work."43 Two Beds 

foregrounded this development, opening up a vocabulary for engagement with an 

audience in a way now taken for granted within Irish art. Art could be more than an 

object, a sculpture or a painting. It could be any one of those things of course, but it 

could also be an experience, a live event. A possibility was opened up in the 

materiality of art with Two Beds that resonates to this day in participatory practice. 

43 Niamh Moriarty, Interview with the author, 2nd October 2013. 
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Figure 2, Marta Minujin, James Joyce Tower, Rose '80. 

Art in Public, and Collaboration 

Another key facet of participatory practice is how it engages with site, and how its 

meaning is contingent upon this amongst many elements for meaning. Argentinian 

artist Marta Minujin's James Joyce Tower (see Fig. 2), 1980, was another key piece in 

Rose 80 for foregrounding this kind of relationship. Minujin recreated the Martello 

Tower from the opening scenes of James Joyce's Ulysses, in exact scale at 8.5m high 

and 11 m across. It was constructed with a steel frame, and craned into position, then 

fire engines arrived to provide ladders for the delivery drivers of Downes Bakery, 

who filled the structure with 8,000 loaves of Butterkrust bread (which was mentioned 

in Ulysses). Minujin stood beside the structure with a megaphone, directing 

operations. Once the structure was filled in, Minujin then invited the assembled crowd 

to help themselves to the bread. 

People ran up ladders and grabbed armfuls of loaves, throwing more down to the 

awaiting crowd below. One participant noted: "This is like feeding ducks in Stephen's 
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Figure 3, Marta Minujin, James Joyce Tower, Rose '80. 

Green!"44 Once all available loaves had been reached by the ladders, the crane was 

once again maneuverered into position, and the structure laid on its side (see Fig. 3). 

The rest of the assembled crowd then divested the ' tower' of the rest of its loaves. The 

distinctive orange and yellow Butterkrust wrappers were seen throughout Dublin city 

that day.45 

This is a key piece of work in foregrounding the development of participatory art in 

Ireland for a number of reasons. Firstly, one of the key tenets of this kind of practice 

is how it engages with site. It is contingent upon site for meaning and content, 

structure and relevance. Participatory ati does not happen to an area, place or site, but 

happens with it as discussed in the introduction (and later on in Chapter 4). It is 

embedded within the area it happens with, and the locus of understanding the work 

rests as much with the site as with the material reality of the work. James Joyce 

Tower was specific and relevant to Dublin. Unlike other works in a major 

44 Participant, as cited by Sean Lynch, "The Use and Abuse of Monuments", 
http://www.seanlynchinfo.com/documents/theuseandabuseofinonuments.pdf 
45 Walker, Pg. 127. 
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international show, it was deeply informed by the place. Taking her inspiration from 

an Irish novel based in Dublin, Minujin's piece is absolutely rooted in its site 

conceptually. It was entirely composed of elements made in, about and of Dublin; the 

Butterkrust bread, the Martello tower, the entire concept founded on a book based in 

Dublin written by a Dubliner. The incantation muttered by Buck Mulligan, a character 

in Ulysses inside the Martello tower in the novel, of ' introibo ad altare Dei', or ' I shall 

go into the altar of God, the God who gives joy to my youth' in English, can be said 

to continue on in the piece, 46 as the work can be seen as a giant sacramental offering 

to the public of Dublin city by the artist. 

The audience had a large and significant role in James Joyce Tower. It was a 

performative piece in many ways. The construction and deconstruction of the piece 

over the course of the day, each participant in the piece (the delivery drivers, the crane 

and it' s drivers, the fire people and their ladders, the public who stripped it) were 

actors directed by Minujin in the work. They performed the piece, activated it by their 

actions. Minujin acted as facilitator, a coordinator of the action rather than as an 

exclusive and singular author and creator of the piece. The pace of the work and the 

rhythm of the piece were suggested by Minujin but ultimately controlled by the 

participants and audience (how quick it was craned into position, the ladders going 

up, how long and how many people it took to strip it etc.). The audience were 

repositioned from watchers of a spectacle unfolding before them (spectators), to 

participants in the action of the work. This calls to mind Ranciere's emancipated 

spectatorship once again: "An emancipated Community is a community of narrators 

46 Walker, Pg. 127. 
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and translators."47 The audience of James Joyce Tower created their own narratives 

within the work with their interactions with it. They did not passively contemplate the 

spectacle in front of them but instead performed the piece, acted within it. They 

collaborated with the artist in the outcome of the work, by their presence and their 

actions. 

Collaboration is central to participatory art. It is possibly its most defining feature. 

James Joyce Tower was a collaborative act, one that could not have taken place 

without any one of its constituent parts; curators, artist, audience, bakers, van drivers, 

fire services, site etc. It is the beginning of the idea that the artist provides an 

experience, rather than an object for the audience in Ireland. The audience become 

participants, as Bishop states: 

. .. the artist is conceived less as an individual producer of discrete objects than 
as a collaborator and producer of situations; ... while the audience, previously 
conceived as a 'viewer' or 'beholder', is now repositioned as a co-producer or 
participant. 48 

Each actor in the piece (public, artist, bakers etc.) took a part in creating and 

destructing it. They are translators of the work through performing it with their 

actions, the collaborators and in Bishop's concept. They climbed the ladders, placed 

the bread, took it, meted it out amongst themselves. The piece could not have 

happened without them. The participants and ultimately the city itself consumed the 

piece, and arguably it found it's ultimate meaning literally within them: 

James Joyce Tower is sculpture, a process sculpture - it was inaugurated 
standing, it became the protagonist of activity, and it ended up on the ground to 
finally disappear, despoiled of its basic materiality. In a sense, though, it lived 

47 Ranciere, Pg. 22. 
48 Claire Bishop, Artificial Hells, Participatory Art and the Politics of Spectatorship, 
Verso Books, London, New York, 2012, Pg. 2. 
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on in the rolls the spectators took home with them until they were all eaten .. .in 
this way the rolls became res publica, that which belongs to everybody.49 

They were the last collaborators, and retained the meaning of the work within 

themselves. It was a collaborative process, the meaning not residing within the artist 

or the art object, but instead in the experiences of everyone who took part in creating 

the work. 

James Joyce Tower is also a significant precursor to the participatmy practice of 

public art. It was not a permanent object, but instead a temporary intervention in a 

space and site. Whilst not initiated as public art per say, it was a piece of art that 

happened out in the public. Participatory public art is always elective, and by that I 

mean the participant choses to take part in it, to enter into it as much or as little as 

they like (this is discussed in greater detail in Chapter 4). The public in this case 

performed the piece of their own volition. James Joyce Tower is absolutely contingent 

upon its situation. Its time, place, the people who took part etc. The work would have 

lost its relevance if it had taken place anywhere else. It was for Dublin, and of Dublin, 

literally and theoretica1ly. The Butterkrust bread, the van drivers and the audience 

created the meaning of the work. It was absolutely of its place, responsive and 

reflective to the place. This has become a defining feature of participatory art. 

Ranciere, Nancy and the Curatorial 

Minujin also works curatorially in James Joyce Tower. She created the piece for its 

specific context, and placed the audience interaction and experience at the centre of 

the work. The curatorial role within James Joyce Tower is not merely placing it 

within a space; it is instead in providing the conditions for this work to happen. The 

49 Jorge Glusberg, as cited by Sean Lynch, unpaginted. 
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curator acts as a support, a mediator for the artist in this situation. The traditional role 

of the curator, as caretaker of objects and custodian of collections, and also as an 

arbitrator of what can be seen and unseen does not apply here for both works 

discussed in this chapter. The committee of Rose 80, headed by Dorothy Walker, 

decided there would be no jury that year, so instead of works being selected by a 

small group of people, the committee was advised by a large panel of international 

advisors, and the committee formed relationships with each artist they chose to bring 

to Rose 80, rather, than as with Rose 67, choosing already created works to fit into the 

show. Pieces like James Joyce Tower and Rolfe's Two Beds relied on trust between 

curator and artist. The shape, form and material content of each piece is unknown 

before the show, so the curator works as a partner in the piece, an advisor, support for 

the artist in what ever way needed ( conceptual, financial, logistical and many more). 

They are a part of the process of the work, a very important shift in terms of 

participatory art, as this is the only way curators can work with it. There is frequently 

none or vey little material objects to work with, and they are incidental (a 

development of James Joyce Tower where the structure remained central to the 

substance of the work) so this way of working has become standard. Also how the 

artist works has changed with participatory art, something that can be seen to have 

been instigated by Two Beds and James Joyce Tower. Rolfe created his work for a 

public, seeing the beds in space and how he moved around in relation to them and the 

audience. Minujin also situated her piece in its location, both traditionally the job of a 

curator. Instead the curator guides the artist, helping them make these decisions with 

their knowledge of the show, again as part of the process of the work, which is key to 

participatory art. 
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The curator's traditional role as arbitrators of what is seen and unseen brings to mind 

a key concept of Ranciere's philosophy. The conditions governing what can be seen, 

how, and by whom, is referred to as the distribution of the sensible. Participatory art 

arguably re-distributes the sensible, in that it opens the work out to the audience, 

repositioning them as participants as opposed to spectators. (This a concept dealt with 

in more detail in Chapter 2). The laws governing what is allowed to be visible and 

what is kept invisible, is referred to as the police order. The traditional curator can be 

said to operate the police order. They were charged with the care of objects and 

collections within an institution in the majority of cases. It was up to them what was 

brought out of the collection under the advice of the museum, dealer, collector or 

whatever institution they were engaged with: "They [the curators] were certainly 

powerful ... and their job was to select "great artists" and be the voice of "quality" and 

correct art values."50 

In participatory art, the police order is broken down and instead, as with James Joyce 

Tower, the participants both make and consume the work, the audience becomes a 

collaborator, a co-conspirator with the artist in the work. There is no longer the 

dividing line between the work and the audience (a very overt early hint at this is 

Rolfe's Two Beds, where artist, audience and work happened on the same level). The 

material reality of participatory work is secondary; it is a vehicle of experience rather 

than a repository of understanding. Participatory art makes visible the invisible, and 

offers more than one single viewpoint, or point of entry and understanding. It operates 

in relation all the time, as relations between the participants - climbing up the ladders 

in James Joyce Tower and throwing down the bread to those waiting below, the 

50 Seth Siegelaub, interviewed by Ulrich Obrist, in A Brief History of Curating, 
JRPIRingier & Les Presses du Reel, Zurich and Dijon, 2008, Pg. 129. 
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delivery drivers delivering the bread to the piece, the relationship between the 

firemen, the drivers, relations between the artist and curators and between each of 

these elements, the materiality of the work and the site and place where the work is 

situated. This is reminiscent of Jean-Luc Nancy's concept of being singular plural. 

Within this, there is no one primary state of being between these relations. The 

singular element does not come before the plural or group. Nor does the group define 

the singular; instead the singular plural is a constantly shifting and mutable mode of 

existence. The singular exist together, but not defined by their togetherness. They do 

not form a conglomerate 'we', nor are they ever apart. One cannot exist without the 

other, and it is in between these relations meaning is created. In this way, 

participatory practice, like James Joyce Tower, is a communal activity, but does not 

define the constituents of this community. It is a more equal and democratic 

proposition of art, a more egalitarian exercise. The lines between each role are 

blurred, meaning distributed across the each of the elements involved in bringing the 

work together: space, site, artist, curator, audience as opposed to residing within the 

artist or the art object. 

AU contribute to the meaning and understanding of the work. Indeed they are the 

meaning and understanding of the work. No element is primary; no one set of 

relations is privileged above others. Neither site, participant, artist, nor curator is more 

important, instead the relations that happen between each one are key. They combine 

to create the piece. The artist is a collaborator with each of these elements (the 

curatorial, the audience, the site) as each element is a collaborator with the artist. As 

Bishop states above, the artist is a producer of situations, of experiences rather than 

objects. How Rose 80 was curated, the performative nature of Two Beds and its 

positioning in relation to the audience, the process of James Joyce Tower all hint at 
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the future possibility of these elements, elements that are found always in 

participatory art. The artist is a director, a facilitator, a mediator. The work operates in 

a dialogical realm, as a conversation between each of the various elements, and 

contingent upon each one. 

The work discussed hints at what becomes, in participatory art, a more ground-up 

engagement with audience, as opposed to the more traditional top down approach of 

the Rose exhibitions. One of the clear remits of the Rose exhibitions was pedagogical; 

it was designed to educate the Irish public and Irish artists about avant-garde, 

contemporary art.51 Instead, in participatory art now, the audience and artist are 

already in touch with what is going on internationally. As former gallery owner and 

current sponsor of emerging artists by a studio award through his Monster Truck 

studio's, Peter Prendergast52 stated: "Ryanair has given rise to art movement now the 

same way the invention of trains did back in the industrial revolution."53 Irish artists 

and audiences are no longer languishing in provincial isolation, instead, their 

influences are global instead of exclusively local. The proliferation of the internet and 

social media has made art in Ireland local and global in terms of its influence. Large, 

blockbuster exhibitions such as Olafur Eliason's The Weather Project which ran in 

the Turbine Hall at the Tate Modern in 2003, have wide ranging consequences, and 

indeed most of "the influences occurring on young artists in the last 15 years, the 

really big impact work have engaged audience either through participation or 

5 1 Walker, Pg. 116. 
52 Prendergast was one of the founding members of Monster Truck Gallery and 
Studios. The gallery has since closed, but the studios remain. The remit of the space 
was to engage with young, emerging artists and give them a platform outside of the 
traditional artist-run spaces. It aimed to: "bring work that's normally on the periphery 
and put it center stage", Interview with the author, I 0th October 201 3. 
53 Prendergast, Interview with the author. 
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collaboration."54 So now, instead of international curators such as those on the Rose 

67 jury, or panels such as those for Rose 80, choosing international work to develop 

the Irish art audience, local artists such as Ruth Clinton and Niamh Moriarty are 

making work that operates in a more bottom up fashion, a more symbiotic 

relationship with audience has emerged. This relationship is discussed in the 

following chapter. 

54 Michelle Brown, Interview with the author, 6th March 2014. Brown is an artist and 
independent curator based in Dublin. 
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Chapter 2 

AUDIENCE 

In this chapter I discuss how participatory art and artists engage with audience, and 

how the relationship with audience has changed in this practice. This new generation 

of participatory artists position the audience or participant at the forefront of the work. 

They prioritise the relationship between audience and work, as opposed to the object 

or exhibition, the art object secondary to dialogical engagement. The audience is a 

fundamental part of the work itself (as defined in the Introduction, the audience is 

now a co-producer of the work, a participant), so, in this chapter, I investigate the 

issue of audience in relation to this participatory art in Ireland. I look at work by 

artists Ruth Clinton and Niamh Moriarty (who operate a collaborative practice), and a 

piece by Tracy Hanna. I use the writings of French philosopher Jacques Ranciere to 

understand the work and its relationship with audience. Specifically two of his 

philosophical concepts; emancipated spectatorship, where by the audience is moved 

from spectator to participant, and his concept of the distribution of the sensible, the 

idea of what can be seen and by whom, in relation to how participatory art works, and 

argue that a re-distribution of the sensible occurs. I explore how the open aesthetic55 

of participatory art affects the audience, and what the relationship between artist, 

work and participant means for the nature of this art practice. 

55 Aesthetic in Ranciereian terms, including every constituent part of the piece, 
including artist, context, location and audience, discussed further on. 
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Jacatot, Ranciere and Emancipated Spectatorship 

I will begin this discussion by exploring Ranciere's ideas of emancipated 

spectatorship in relation to participatory art. This new practice is entirely contingent 

on place and time, revealing itself to the participant by being totally embedded in the 

situation it finds itself within. This new work happens within, and because of, the 

participant, taking them on as an equal part in the process of the work. Ranciere' s 

concept of emancipated spectatorship and the distribution of the sensible hint at the 

possibility for repositioning the traditional hierarchy of artist/creator and spectator: 

What is required is a theatre without spectators, where those in attendance learn 
from, as opposed to being seduced by images; where they become active 
participants as opposed to passive voyeurs.56 

The work does not show or dictate to the participant; instead the participant makes it 

happen within themselves, by their presence and actions. The object is secondary to 

experience, and the participants' presence completes the work within themselves. 

Participatory art has developed from the idea of art being activated by the artist's 

body, as in Nigel Rolfe's seminal piece Two Beds, 1980, discussed in Chapter 1, to 

happening within the spectator or participant's body, the action of the work with the 

participant rather than the artist. Where Rolfe broke the boundaries of stage and 

material when it came to Irish contemporary art, by positioning the participant on the 

same level as himself, he is still positioned apart, presenting his body as an object for 

the piece. He becomes material, an object, as opposed to a being-with or in common 

as with participatory art. Rolfe is looked at in his work; he presents his body as the art 

object to be contemplated. It retains a traditional, frontal engagement of the stage, and 

56 Jacques Ranciere, The Emancipated Spectator, Verso Books, London & New York, 
2009 Pg. 4. 
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the audience remain spectators rather than co-conspirators or participants. Ranciere's 

idea of emancipated spectatorship offers the possibility for repositioning the 

traditional hierarchy of artist/creator and passive spectator. It moves the artist from 

their position of ultimate knowledge, truth and power in a piece, the object a 

repository of all that can be known, to instead making work that is open, in 

conversation, a dialogue between participant, work and artist. The work opens out and 

becomes a part of the participant. By this I mean that the work is not one singular 

object, but instead an experience, often with minimal materiality, with the participants 

making up the material bulk of the work or activating it, as in Stoneybatter River 

Walks, (Fig. 4) which took place from The Joinery in Dublin 7 on the 15th and the 18th 

November 2012, by Ruth Clinton and Niamh Moriarty, which took the shape of a 

tour. Or present a world of question and intrigue with no ultimately knowable truth, 

just a series of fragments, an alternate reality of the possible in the case of Tracy 

Hanna's, Everything's Moving Below the Surface, (Fig. 7) which took place in St. 

Mary's Abbey, on the 14th 
- 23rd November 2013. This work is ultimately contingent, 

contingent upon the space, time, context and participants who experience it for its 

meaning and legacy. Both the above-mentioned works are discussed in this chapter. 

I will now explain how Ranciere' s ideas can be used to explain how participatory art 

has shifted the artwork to something that happens within, with a participant rather 

than something that happens to a participant by outlining the underlying foundation of 

Ranciere's concepts of emancipated spectatorship and the distribution of the sensible. 

These concepts are informed by his early idea of the ' ignorant schoolmaster'. 

Ranciere developed a philosophical construct based on the life and experiences of the 

writer and thinker Joseph Jacotot. Jacotot was a French intellectual in the 19th century 
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who was exiled to Flanders following the French Revolution. He found himself 

teaching French to Flemish pupils without a word of Flemish himself and they 

without French. He gave them a large French literary masterpiece to translate to teach 

themselves French, and, to his surprise, the pupils succeeded, without him needing to 

dictate the meaning of it to them. Jacatot had merely provided the context for the 

students to uncover their own abilities, rather than telling them what he himself knew. 

This is one of the fundamentals of Ranciere' s thinking. The traditional pedagogical 

model of the expert sharing his or her knowledge with the student stultifies the 

intelligence of the pupil.57 Within this model, the teacher must remain one step ahead 

of the pupil at all times, in order to tell them what they know. This puts them in a 

position of power, as the pupil can only know what the master is telling them, and 

ultimately can only ever know what their superiors can enlighten them with. This 

removes the agency of the pupil. They can never be an equal with the master, and the 

master, in order to teach the pupil is constantly recreating the distance between their 

knowledge and that of the pupil. There is no equality in this transaction, the pupil is 

constantly on the intellectual back foot, relying on the educator for more and more, 

never able to catch up or eclipse the teacher for themselves. There can never be 

equality in this model, as the expert can only tell what they know, and the pupil can 

only know what they are told. An inescapable hierarchy exists. Ranciere contends that 

Jacatot' s experience opens up the possibility of another way. Instead of the 

master/dictator, the pupils in his school discovered their own way through the 

language, and created a knowledge of their own. All Jacotot did was provide the 

57 Yves Citton, "The Ignorant Schoolmaster Knowledge and Authority", Jacques 
Ranciere: Key Concepts, Ed. By Jean-Phillipe Deranty, Durham, Acumen, 2010, Pg. 
26. 
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material for the pupils to empower themselves with their own knowledge, their own 

experience of the language. Participatory art can be said to operate aspects of this, in 

that it presents the ingredients to the participant with which they can create their own 

understanding or experience of the work. This is a key element of participatory art. It 

does not show or tell, it asks questions and sends out an invitation to the participant to 

come to the work and discover themselves within it. There is no one focal viewpoint. 

None of the works mentioned in this thesis have a single, frontal engagement for 

example. Even within the gallery, work is left in a way to instigate a journey, or a tour 

through the possibilities presented within.58 Ranciere contends that the artist should 

' emancipate' the viewer or spectator by not dictating meaning to them. Like Jacotot, 

they should merely leave the spectator the tools and equipment to educate or 

emancipate themselves, to find their own truths and meanings in the work from within 

the context of their own worlds. 

Stoneybatter River Walks 2012 

For Ruth Clinton and Niamh Moriarty's Stoneybatter River Walks, part of the 

Graduate Residency the Joinery in Arbour Hill in Stoneybatter Dublin 7, the artists 

designed a walking tour along the underground River Paddle that flows beneath 

58 For their show Rotator, which took place in Pallas Contemporary Projects from the 
2 nd to the 5th March 2013, Clinton and Moriarty presented their work with the 
underground river systems in the area began by Stoneybatter River Walks. The show 
consisted of two videos, shown on monitors on the floor, a projection, a large black 
velvet lake, and a hole in the gallery walls that actually had a leak going through from 
the gallery into the actual River Paddle. A periscope looking over the hoardings 
beside the gallery provided a glimpse of the Paddle over ground, in the excavated 
remains of an unfinished site. The show was laid out in such a way as the participant 
was guided on a tour of the work, first approaching the velvet 'lake', crouching down 
to look at the monitors on the floor and in doing so put at eye level with the leak in 
the gallery wall. It operated on a somatic, rather than spectacular scale: "It's in 
proportion to ourselves." Ruth Clinton, Interview with the author, 2nd October 2013. 
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Figure 4, Ruth Clinton and Niamb Moriarty, "Stoneybatter River Walks", the 
Joinery, 2012. 

the area. There were 4 people on each tour, and they were connected by an umbilical 

apparatus (see Fig. 4) that flowed from the artists to the participants, featuring ear 

pieces at the end of each tubular arm for every participant on the tour, joined to a 

mouth piece held by the artists (see Fig. 5). 

The artists gave directions along a route they had designed with ran above where the 

River Poddle flowed beneath the street. As well as directions, the artists told stories 

collected from the area from a period of research over the duration of their residency59 

there, mixing fact and fiction, reco11ected legend and myths of what lay beneath, real 

or imagined, and adding their own possible narratives to the mythology of the 

invisible river below. The participants led the way in response to directions issued by 

the artists at the end of the umbilical apparatus, making up the materiality of the work. 

The work had no fixed or stable material, it was entirely contingent upon the 

participants present, how they responded to the directions given and stories told. 

59 The Joinery Graduate Residency is a program where by recent graduates are given 
the use of the gallery space for a period of time ( usually a number of weeks) to 
formulate new work in response the space and general area. 
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The area itself formed another critically important part of the work, as it directed and 

physically shaped the work. The tour could only occur on the streets of Stoneybatter, 

above the River Poddle itself. It was completely and entirely embedded within that 

area, in fact the Poddle dictated the direction of the piece, physically forming the 

shape of the work and where the piece went. Stoneybatter River Walks, cannot be re

located and re-created outside this crucial context. Instead, it relies on the people 

(participants) and area it happens within. There is labour involved for the artist, 

participant, and the area. Each element was an equal actor in the story of the piece in 

the Ranciereian sense. Stoneybatter River Walks, required the artists to direct the 

work, the participant to complete it by their presence and actions, and the place to 

provide the context, and all to contribute material and meaning. Each piece forms a 

part of the aesthetic of the work in the Ranciereian sense. Clinton and Moriarty 

presented their research for Stoneybatter River Walks, never differentiating fact from 

fiction. They absolutely authored the piece, but the participants led the way, literally, 

they headed the walk. They dictated the pace of the piece and each one resolved or 

not the truth of what was being said, where and why. This kind of work allows space 

for a more emancipated viewer in the Ranciereian sense: 

What is required is a theatre without spectators, where those in attendance learn 
from, as opposed to being seduced by images; where they become active 
participants as opposed to passive voyeurs.60 

The participant is not dictated to materially, but merely invited to create their own 

understanding and experience of the work. They were not told what was, but instead 

invited to become part of the folklore of the area, and the story of the River Poddle. 

60 Ranciere, 2009, Pg. 4. 
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Re-Distributing the Sensible 

This piece is ripe for examination under another of the central tenets in Ranciere's 

philosophy, the distribution of the sensible. The distribution of the sensible, or le 

portage du sensible is a concept developed by Ranciere that refers to the: 

... law governing the sensible order which parcels out places and forms of 
participation in a common world by first establishing modes of perception 
within which these are transcribed.61 

It is a system of sensory reality governed by widely accepted modes of perception, of 

what can be done and what cannot, of what can be visible and invisible, of what can 

be sensed and experienced and what cannot, and of what can constitute experience 

and what cannot. This is the sensible. The idea of 'distribution' or 'le partage' as 

Ranciere calls it is somewhat conflicted. The word partage describes a sharing, a 

generous communality in French. But in doing so it also defines a sharing.from 

something, a division from a whole, a separation; an idea of what can and cannot be 

shared, or of what can or cannot be ' sensible' or perceived, and by whom. A 

dissensus is formed within this dialectical term, a tension that rests always on the 

boundaries of what can or cannot be sensually apprehended, and the perceptual 

conditions for such a community.62 

To pull this apart, passivity cannot occur in this paradigm. As sentient beings, we are 

constantly forming and reforming images and ideas of the object physical reality 

before us. We are not just blank screens of reception. The world does not occur to us, 

61 Jacques Ranciere, translated by Gabriel Rockhill, The Politics of Aesthetics, 
Continuim, London and New York, 2004, Pg. 85. 
62 Davide Panagia, "Partage du Sensible: the distribution of the Sensible", Jacques 
Ranciere: Key Concepts, Ed. By Jean-Phillipe Deranty, Durham, Acumen, 2010, Pg. 
96. 
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rather we construct it within ourselves, and organise accordingly: "Space is no longer 

an object of vision but an object of thought."63 It is this process of perception and 

categorisation that the distribution of the sensible occurs. The dividing line of 

discernment and choices between what is judged sensible and insensible are meted 

out by us in the activity (and activity is key here) of this categorisation is where 

Ranciere claims to locate his entire philosophy: "The dividing line [between the 

visible and the invisible, or the sensible and the insensible] has been the object of my 

constant study."64 Put simply the distribution of the sensible is the line (or division, or 

partage) between what can be known and what cannot be known, between who can 

know and who cannot know. The ignorant and the expert. It contextualises the 

hierarchy between those who know and those who do not know, the ignorant and the 

enlightened bearers of knowledge. Equality is insensible, in that it must combine the 

knowledgeable and the ignorant in a way that is not hierarchical, and cannot operate 

within a police order65 (the dominant order of the distribution of the sensible). 

Dissensus strikes again, and the contrariness of this distribution of this sensible is 

highlighted. Participatory work operates a re-distribution of the sensible, in that it 

allows the participant to create their own meaning, understanding and experience of 

the work, rather than these elements being dictated to them. They are an actor in the 

story of the work rather than a passive contemplator, an intrinsic element of the 

meaning of the piece. Without participants, Stoneybatter River Walks, would not have 

had its shape, pace and texture. Clinton and Moriarty directed the action, as opposed 

63 Maurice Merleau-Ponty as cited by Hugh J. Silverman and James Barry Jr., (Eds), 
Texts and Dialogues On Philosophy, Politics and Culture, Humanity Books, New 
York, 1992, Pg. 80. 
64 Jacques Ranciere, as cited by Panagia, Pg. 96. 
65 The Police order sets the parameters of what can be seen, and by whom within the 
distribution of the sensible. It provides the rules and laws of the distribution in the 
distribution of the sensible. 
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to dictating the terms of meaning within the piece. They offered the participants the 

chance to experience their research, to take part in the piece, the make visibly the 

invisible themselves, in other words to re-distribute the sensible. 

The kind of work exemplified by Stoneybatter River Walks, is not an object for 

passive contemplation in a gallery space, although the work can and often does occur 

there; it is instead an invitation, an opening into an experience ultimately unfinished 

and incomplete without a participant. It is a dialogue, only resolvable within the 

participant, and as such the participant becomes the actor in the work. Clinton and 

Moriarty operate some distance from the traditional role of the artist as the single 

genius creator, cloistered away in the studio, emerging with work the result of a 

singular and insular vision, definite in its nature by virtue of its object solidity. 

Participatory art now takes its form and function from the space within which it finds 

itself (for example Stoneybatter, and the River Poddle in Stoneybatter River Walks) 

and the participants who experience it as much as the artists who facilitate it. The 

artist is now repositioned as a facilitator of experience. The position of the artist as a 

facilitator of experience as opposed to a creator of objects in Irish contemporary art 

has become extremely pervasive, and shows by younger artists are beginning to show 

more understanding and awareness of this, as collectives (such as Basic Space, as 

discussed in the preceding chapter) and long-term collaborative practices (Ruth 

Clinton and Niamh Moriarty) mean work is being created in discursive environments, 

with the art work already in dialogue with a public from its inception. It is an open 

and participatory way of working, and allows a way into a process previously unseen. 

It opens up what can and cannot be seen and by whom, as it does not dictate its 
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Figure 5, Ruth Clinton and Niamh Moriarty, with apparatus's used in 
Stoneybatter River Walks, shown in the background as part of Stoneybatter River 

Walks, in the Joinery, 2012. 

physicality to the participant by way of a single physical object. It provides an 

opening to the unseen, without prior understanding of where the work sits within the 

canon of art history. It re-distributes the sensible. It is an open conversation; 

Stoneybatter River Walks can be appreciated without the need to understand where it 

sits within the artistic canon. It is an exchange, a journey, an invitation to look 

beneath what is there (literally and figuratively) within the context of the participants' 

own experience. It is an aesthetic66 in the Ranciereian sense, not in the art historical 

sense of the word. 

The aesthetic for Ranciere is not a term exclusively bound up in the appearance or 

shape of art, but instead an ordinary, everyday distribution of sensorial experience.67 

There is no separation between ordinary experience and the aesthetic experience for 

Ranciere. Art happens as part of a disruption, a dislocation in the general or ' police' 

66 The aesthetic, for Ranciere represents all constituent parts of an experience - the 
time, place, people as well as the material reality of life, not just the visual reality of 
an art object. 
67 Michael O'Rourke, Interview with the author, 18th December 2013. 
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order of things, but not apart from everyday life. It disturbs an destabilises the 

accepted police order of existence, by virtue of the fact that it operates from within, 

not outside or on to the fabric of everyday, quotidian life. 

Stoneybatter River Walks did not occur just within gallery walls, but instead on the 

streets of Stoneybatter, its material the place itself and the participants. It occurred on 

the street, with what lay beneath, happening with rather than to it. The artists engaged 

with the centauries old story of the invisible river, researching the history and 

mythology of its existence and created a work that allowed the participant to become 

a part of that, by uncovering the river, making it visible within the context of the time, 

and reclaiming it from the invisible. The work exposed what was already there, 

namely the River Poddle, and the stories and legends surrounding it, existing unseen 

beneath the street. They operated within the aesthetic of the everyday, quotidian 

reality of Stonybatter itself. Clinton and Moriarty's piece was a blending of the 

imaginary with the real, of found stories and legends they created of the unseen 

underground. Fact and fiction are presented without preference for the participant to 

formulate their own reality of what was occurring, what occurred, and what was or 

wasn't possible. The participant made the invisible visible, or not as they chose to in 

their experience of the work. They created their own possibilities of what was, or 

wasn't, and what could or couldn't be. The tour ended with a locked door that opens 

up to the underground (see Fig. 6). It anchored the idea of what is possible behind it, 

lodging the idea of the possible and what the Paddle could be and mean in 

participant's minds. 
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Figure 6, Ruth Clinton and Niamh Moriarty, "Stoneybatter River Walks", the 
Joinery, 2012. 

Participatory art does not create a gap of understanding between the work and the 

spectator. Instead, it allows the participant to create his or her own environment from 

which to experience it. In Ranciere' s words: "Every spectator [or participant] is 

already and actor in her own story; every actor, every man of action, is a spectator in 

the same story.'68 Stoneybatter River Walks opened up the idea of the possible within 

the participant, the possible within the context of themselves and their own experience 

rather than that of a gallery or single artist. They physically enacted the work, being 

part of the physical realisation of the work, as opposed to apart from it, the work 

operating as a separate entity. The work now resides within the participant, as 

opposed to happening to a viewer/spectator. 

The participant is key for Clinton and Moriarty, they are given primacy: "They' re the 

reason you make work."69 Whilst not a new approach, the way in which artists are 

using the audience has changed. Clinton and Moriarty see their relationship to the 

68 Ranciere, 2009, Pg. 17. 
69 Niamh Moriarty, Interview with the author, 2nd October 2013. 
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audience as" ... kind of symbiotic."70 They are not above, apart, or dictating meaning. 

They are instead ventilating research, communicating the unseen. Clinton and 

Moriarty are not presenting slick objects for the viewer's predilection; they do not see 

themselves within a hierarchy, but instead are facilitators of the possibility of an 

experience, a journey. Often literally, through the layers of myth, fact and fiction of a 

place, without dictating completely meaning of the work. The tours have the intention 

of" ... making the work more resonant, more accessible ... "71 Opening the work out to 

the audience, as opposed to leaving objects in a space. As Clinton states: "Why 

should it {the work] just be in the gallery?"72 This attitude is emblematic of this kind 

of practice. The work is more than the objects it is represented by; it is more than just 

a series of objects in a gallery. It takes place within a broader idea of the aesthetic, 

Ranciere's aesthetic of the everyday, and a part of the whole of life rather than always 

cloistered away in a gallery without reference to the wider situation within which it 

finds itself. It is an open dialogue of ideas with the participant and the place, adding 

new narratives to its site. 

This openness extends to the look of the work in the gallery (see footnote 57). They 

resist boxing things off or plinth~ing objects so as to allow a connection with the 

space, and leave it open to exploration, as opposed to presenting a pristine museum 

exhibition, with clearly defined lines and rules of engagement.73 The work is 

presented with the space, not onto it. The space itself has substance within the work, it 

70 Niamh Moriarty, 2nd October 2013. 
71 Niamh Moriarty, 2nd October 2013. 
72 Ruth Clinton, 2nd October 2013. 
73 The grey wire surrounding work in the National Gallery on Merrion Square, its 
plinthing of objects. Or the pristine walls and blinding light in the rooms of IMMA 
for example. Pallas Contemporary Projects is a more open and mutable space, with 
rough walls in places and the original worn school gymnasium floor. 
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is not just an unobtrusive backdrop, but instead acts as an important part of the works 

meaning (this is something I will discuss in greater detail later on in this chapter). 

There is an effort to keep things as open and simple as possible, to: " ... not try to hide 

the wires too much."74 The audience presence is crucial to this kind of work. In 

speaking about the tour aspect to their practice, (for example as in Stoneybatter River 

Walks, 2012) Moriarty states: "A lot of what we do, if nobody came ... to the tour there 

would be no tour."75 Clinton and Moriarty's work is somatic and intimate, not 

spectacular or vastly alienating. The tours limited in numbers to " ... give them [the 

participants] a really good experience ... "76 There is no hierarchy, no stage, the artists 

conduct the tours alongside the participants, talking and walking with them as they 

move from place to place, never standing above, or dictating to, the audience. 

Ranciere uses theatre as an example for his theory in the emancipated spectator, 

decrying the separation between stage, actor and audience, and explaining the need to 

obliterate these traditional roles of separation and hierarchy. In participatory art the 

stage is obliterated, as the work occurs with the audience, not to them. 

This hierarchy is also manifested in what can be seen and cannot be seen, the invisible 

and the visible. These artists have made participation visible now, in that they are 

creating experiences, rather than objects, in a dialogical way (by working as 

collaborators with either each other, space, audience etc.). This making visible is key 

in marking the shift towards a more participatory art by younger artists operating in 

74 Ruth Clinton, 2nd October 2013. 
75 Niamh Moriarty, 2nd October 2013. 
76 Niamh Moriarty, 2nd October 2013. 
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Figure 7, Tracy Hanna, Everything's Moving Beneath the Surface, 14th -23rd 

November 2013, St. Mary's Abbey, Dublin 1. 

Ireland today. In the words of curator and Monster Truck Gallery and Studio's77 co

founder Pete Prendergast, this new generation of young artists have rejected the idea 

of the art object as an end in and of itself that had dominated Irish art for so long, and 

instead creating a practice that opens up towards an art of experience and 

participation: "Their desire is to create art that does not look like art. They're almost 

rejecting anything that has any tradition or resemblance to traditional art making."78 

And in doing so the traditional roles of artist-schoolmaster spectator-ignorant with it. 

The space between both is being eroded. 

Everything's Moving Beneath the Surface, 2013 

This open aesthetic and its attendant and inherently emancipatory principals can be 

seen in Tracy Hanna's Everything's Moving Beneath the Surface, 2013 (Fig. 7). Part 

77 Monster Truck Gallery closed in September 2013. 
78 Pete Prendergast, Interview with the author, Monster Truck Studios, 10th October 
2013. 
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of the Colm Cille Spiral Project79
, it formed the end of a walking tour around ancient 

manuscripts and object relating to the Saint Colmcille.80 Interestingly, the tour itself is 

referred to as "The Object" in the press for the event, further cementing the idea that 

the intangible experience has usurped the object in the public consciousness. The tour 

was a historical investigation of the stories of the objects themselves and the myths 

surrounding Saint Colmcille, and ended with Hanna's Everything's Moving Beneath 

the Surface, 2013. Once again, as with Stoneybatter River Walks, the work was part of 

a wider context, in this case a tour of objects in Dublin city from Saint Colmcille's 

time. 

The work took place in St. Mary's Abbey, a subterranean remnant of a once great 

medieval monastery in Dublin's city centre. The piece was the last stop on a tour that 

took in the Book of Kells, the Cathach, the Cathach shrine and early Coptic 

manuscripts all connected with St. Colmcille. The piece consisted of peat, drawn from 

ancient bogs in the midlands, spread out on the floor of the abbey. Images were 

projected onto small, circular screens set in the peat, with a large, dim projection on 

the back wall. The participant walked in off the street from the tour into almost 

complete darkness, the tiny projections mainly providing the only light. The space 

opened up huge and cold below, the thick, ancient walls of the Abbey combining with 

the earthy dampness of the peat to form a cool, almost primeval presence within the 

space. The small, precise images were projected through glass lenses, each small lens 

79 
Colm Cille 's Spiral was the culmination of events following the commission of 

literary and art works by a number of authorities across England, Wales, Scotland and 
Ireland to re-evaluate the role and influence of the 6th centaury saint, St. Colmcille, 
http://www.colmcillespiral.net, accessed 16th November 2013. 
80 

The Book of Kells in Trinity College, The Cathach in The Royal Irish Academy on 
Dawson Street, the Shrine of the Cathach in The National Museum of Ireland, and 
early Coptic manuscripts in the Chester Beatty Library. 
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becoming a miniature microcosm of a stormy, whirling turbulence. The light hit a 

series of small mirrors in the peat, enlarging the tiny storms to a delicate blaze of 

earthy hues, slipping and fading over each other onto the small, round mirrored 

screens. The larger, intermittent, dim projection sporadically lit up the back wall, 

itself a larger version of the smaller pieces littered throughout the floor, and the sound 

of water rushing in wells quietly but insidiously permeated the space. There was a 

jagged headland of peat bog on the floor, wet and damp, the smell of the ancient, 

sodden turf diffusing through the air. The small mirrored screens and glass lenses 

acted as portals into an otherworldly realm. 

The entire piece left a sense of the imaginary, a sense of being a part in another 

dimension. The darkness, the smell of the peat, the sounds of the well, the flickering 

visuals and the jagged dampness of the peat underfoot induced a hallucinatory quality 

within the participant, displacing the participant from themselves. The darkness and 

subterranean nature of the piece removed any reference points to the outside world. 

The piece operated in the half-seen, a deeply textural show, literally and figuratively. 

The clammy peat on the floor demarcating the participant's passage around the piece, 

sensing, touching and feeling around the gloam. The peat on the floor was taken from 

sites where bog bodies were found, further feeding into the sense of the ancient, the 

lived knowledge of the materials presented. The tour having taken in the human made 

documents of the time (the ancient books of the Cathach, the Book of Kells and the 

Coptic manuscripts as well as the Cathach shrine all man made representations of the 

time), Everything's Moving Beneath the Surface went beyond literary or man made,81 

81 
Man made in this context taken to mean the books of the tour, the Cathach and the 

Book of Kells, the Coptic scripts, and the Shrine of the Cathach. I am differentiating 
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the peat being literally made of both the human and natural, organic experience of its 

time, a time capsule of knowledge and wisdom. A previously invisible layer of 

sagacity made visible by Hanna in the show, but remaining completely itself, not 

dried out or bent to the will of human invention as in the inks and vellum pages of the 

Book of Kells, instead offering the conditions to emancipate the spectator, and 

reposition them as participants. It presented the possibility of the material experience 

of St. Colmcille's time, with the innate, immanent wisdom of the time caught in the 

peat, heard in the rushing water, the participant brought further in through the 

mesmerising swirling of the projections. The experience of Colmcille's time 

represented in the show was as deep and wide as the experience of the participants 

who encountered it. The work did not present a single point of view. Instead Hanna 

allowed several points of access within the experience of her piece. The mysterious, 

dark piece perfectly simultaneously disorientates and absorbs the participant into its 

unique, murky, and at once earthly real (the intense physicality of the materials) and 

absolutely unreal (the situation) world. 

Space~ Site and Actance 

In Everything's Moving Beneath the Surface, once again as discussed in Stoneybatter 

River Walks, the labour is shared. The physical labour between the participants and 

the artists (the participants in Stoneybatter River Walks forming the physical reality of 

the piece), the space and place (Stoneybatter itself and the River Paddle, St. Mary's 

Abbey) and the materials themselves (the peat and projections in Everything's Moving 

Beneath the Surface) is all shared. Each element has an actance and agency within the 

piece. That is to say each element has an equal part in the conceptual import and 

between these and the organic nature of the peat specifically and the man made pages 
and text of the books mentioned. 
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meaning of the work. The place is as intrinsic and active in conveying the concept and 

meaning to the piece as the objects within it (the ancient, cavernous, subterranean 

cool given to Everything's Moving Beneath the Surface by St. Mary's Abbey created 

the atmosphere of the piece as much as the material content of the work). In this the 

work moves almost beyond Ranciere' s idea of equality and action. In Hanna's piece, 

and indeed in Clinton and Moriarty's Stoneybatter River Walks, labour is shared by 

everyone involved (artists, participant, curator, space/site, objects/material), thus 

making it an ultimately egalitarian experience. The River Poddle in Stoneybatter 

River Walks gives the work its shape. Stoney batter itself the stories and history for the 

artists to work with. The smell of the peat and ancient subterranean damp of St. 

Mary's Abbey give Everything's Moving Beneath the Surface its primordial 

atmosphere and weight. This is one of the central tenets of participatory art. The artist, 

curator and participant are all required to bring the work into being, a lack of presence 

negating the work altogether. But yet another element is required for the piece to 

come into being. And that is on behalf of the space itself. The artist creates the work, 

ventilates what lies beneath, the curator provides the conditions for the artist to work 

with the space. The space itself provides concept and meaning (as the River Poddle 

did to Stoneybatter River Walks, providing the material content and direction of the 

walk), and the participant is necessary to complete it. It is a collaborative process 

between each of these elements. When Ranciere is discusses the aesthetic capacity of 

action, he means human action. However, it can be said that the area (Stoneybatter 

and the River Poddle itself) in the case of Stoneybatter River Walks and the space and 

materials (St. Mary' s Abbey, the peat and projections) in the case of Everything's 

Moving Beneath the Surface both have real agency in the action of the two pieces of 

work. They define it as much as any of the other elements. Stoney batter itself, and the 
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River Paddle give Stoneybatter River Walks its shape and direction, and St. Mary's 

Abbey Everything's Moving Beneath the Surface its atmosphere and unique texture. 

Mastery is not given hierarchy to any of one these elements (Neither the artist, the 

space, the participant, nor the curator) in the meaning of the work, but instead shared 

amongst each one, the work unable to survive without the action of any one 

elernent.82 This is crucial to participatory art. It is ultimately embedded in its place 

and time, and space/site, contingent upon them and the participants present to 

ultimately complete it. They are also the largest part of the material of the work. In 

the same way there is no way to move the River Paddle to another city, or 2012 to 

another year, you cannot move Stoneybatter River Walks from above the Paddle or 

Stoneybatter itself. It cannot be relocated or re-staged. Everything's Moving Beneath 

the Surface cannot be recreated in another city that does not have the Cathach, Book 

of Kells, the connection to St. Colrncille and other ancient manuscripts and fragments 

of a semi-mythological saint to ground the experience in, nor can St. Mary's Abbey 

be moved to Venice for the Biennale and retain their specific conditions for their 

meaning for example. In this way the work is not made for display in and of itself to 

its own ends as more traditional art forms are. It is made with, not for a specific time 

and place with the participants who happen to complete it at that time, and their 

associated selves. The space becomes an actant,83 an equal actor in Ranciere's stage: 

"Every spectator [or participant] is already and actor in her own story; every actor, 

every man of action, is a spectator in the same story. ' 84 It is not just the human that is 

82 Michael O'Rourke, Interview with the author. 
83 Michael O'Rourke, Interview with the author. I take the idea of the 'actant' to be an 
equal partner in the realization, material or substance of a piece. 
84 Ranciere, 2009, Pg. 17. 
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the actor in these pieces, but the time, space and place take equal priority. 85 They all 

form part of the aesthetic of experience, Ranciere' s definition of the aesthetic. 

Participatory artists: 

Tracy] Hanna (among others), are producing artworks that, when shown in the 
appropriate context or environment, offer us something more than the 
predictable, 'by the book' art object curated in the fallery ... obliterating and 
then rebuilding the a1t object from the ground up.8 

The object of their building, as with the tour as part of Colm Cille 's Spiral, is not 

physical, but instead an intangible body of experience, reaching out beyond its 

physical confines and boundaries and erupting within the minds of those who 

experience the work. Participatory art ultimately happens in a temporal realm, a realm 

outside the art object. 

Ranciere ultimately separates the work from the viewer, by separating the physical in 

his aesthetic regime of art. This is at odds with the kind of practice discussed in this 

dissertation. The work of artists such as Ruth Clinton, Niamh Moriarty and Tracy 

Hanna all defy this division. However the rest of Ranciere's principles can still be 

used to understand the work. Ranciere puts the participant to the fore of his thesis. 

The world occurs in relation to, not beside, aside or apart from. "[the modem aesthetic 

85 Space is taken to be the interior location of the work, place being the exterior 
location of the work. For example, St. Mary' s Abbey is the space for Everything's 
Moving Beneath the Surface, and Stoneybatter is the place for Stoneybatter River 
Walks. 
86 James Merrigan, "Adam from Eve", Billionaire Journal, 
http://www.billionjournal.com/time/69c.htm1 , 11th December 2013, Accessed 15th 

December, 2013. 
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revolution] is also the abolition of the principle that separated the practices of 

imitation from the fonns of ordinary existence."87 The limits of what art is, and can 

be, and what is possible are broken down. The world does not merely constitute the 

visible; art does not need to be the product of a singular vision, or only understood 

within those parameters. Instead a new subjectivity is borne out from this practice. 

These artists work in conversation constantly. Either with each other in the case of a 

collaborative practice (as with Clinton and Moriarty) or with a larger idea of what art 

can be a part of (Hanna, Clinton and Moriarty again) where and what it can constitute 

(both). Hanna's work is particularly interesting in terms of being a public art project, 

a subject discussed in Chapter 4. The work is a porous film upon reality, an osmotic 

seeping over, above and through the various layers of experience and existence, away 

from the strictly mimetically representational, to something wider, more open and 

involving. It occupies many spaces, and speaks to more than one singular, surface 

level of existence. What it does, primarily, is place the audience first as agents of 

action within the work. This new generation of artists situates the audience within the 

materiality of the piece, a significant and profound departure from previous times. As 

the audience has evolved, now no longer subject to others for their experience of the 

world, thanks to the internet, so the art and artists practice has evolved. Participants 

can curate their own realities now, choosing what news to hear and read on line rather 

than waiting for a broadcasting authority such as RTE to relay information to them. A 

new culture of sharing, collaboration and collectivity has occurred with the rise of 

social media such as Facebook and image sharing sites like lnstagram. Entertainment 

is now on demand; gone are the days of waiting in by the TV for the latest episode of 

a show or series to come out. Instead, audiences choose what to see and when to see it 

87 Jacques Ranciere, The Future of The Image, trans. G. Elliot, Verso Books, London 
and New York, 2007, Pg. 106. 
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with streaming sites such as Netflix and YouTube. We are increasingly the curators of 

our own experience of the world, and the relationship with audience shown in 

participatory art demonstrates this. The artists themselves are of this generation oflife 

' curators', and create work accordingly. They no longer speak to a singular vision, but 

to a more plural experience of collectivity, gathering and sharing of experience. The 

traditional hierarchies of who can know what, be told what by whom and when of 

Ranciere's distribution of the sensible have been eroded, and instead a re-distribution 

of the sensible occurs. The artist works in a way that allows the participants to choose 

their own experience of the work. It is an exchange between artist, paiticipant, space 

and work. Each contingent upon the other. The artist facilitates an experience; 

Everything's Moving Beneath the Surface offered a sense of the medieval times St. 

Colmcille supposedly operated within. The unspoken wisdom of the materials and 

space suggested a possibility to the participant, rather than presenting a single point of 

view. Pa1ticipatory art is often not overtly different in the space. There were no 

plinths or frames for example in either of the pieces discussed in this chapter, or 

indeed in this thesis. For work like this, looking and passivity are not congruent with 

each other. The participant is not separate or apart from the work, as is the case with 

niore traditional, non-participatory or dialogical work. Instead the reality that is 

behind the image is the participant's reality, the works' reality, the spaces' reality, and 

the artists' reality. It is a converging of experiences that are not easily divisible from 

one another. 
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Chapter 3 

CURATION 

In this chapter I discuss the evolution of curation in relation to participatory art in 

Ireland. Curatorial practices have changed radically over the last 20 years or so. I 

explain what curation has become, and discuss the relationship between the curatorial 

and the institution, as the two have traditionally been closely allied. I will discuss 

these issues with reference to an exhibition called Tonight, you can call me Trish, 

which ran from the 6th February to the 22nd March, 2014, in the Lab gallery in Dublin, 

and the curatorial practices of the group Basic Space. 

Curation Past and Present 

Curation has ceased to be a clearly defined role, and has morphed into a more fluid, 

mutable practice. Artists themselves have become curators, such as Clinton and 

Moriarty, and Hanna discussed in the previous chapter.88 My argument is that 

curation has become a participatory process, and part of the process of making 

participatory art. The lines are blurred between artist, curator, space and 

participant/audience. I will be introducing the idea of a more fluid relationship 

between artist, curator and subsequently institution. It can also be argued that one of 

88 Clinton and Moriarty curated a show discussed in Chapter 5 of this dissertation, 
Amid the Deepening Shades, 19th October - 16th November 2014, in the Deer Park 
Hotel, Howth. Tracy Hanna curated a show in Gallery Eight on Dawson Street, 
Dublin 2, The earth rings in your ears, 4th 

- l 0th September 2013 and the Foaming at 
the Mouth series, running from 18th June 2014 to 15th August 2015 (in collaboration 
with Edel Lynch). 
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the key features of participatory art is that the processes and strategies involved in 

creating it are curatorial in nature, coming from a discursive place, with the public 

repositioned as participants, as previously set out in the preceding chapters. 

Curation is a field that has seen enormous structural change over the last twenty years, 

especially in Ireland. The word curation comes from the Latin word curare, meaning 

to care. A curator was traditionally someone who looked after objects in a museum 

collection, they were keepers, custodians; people who beavered away behind the 

scenes maintaining, caring for and protecting the precious objects in their care. The 

word also has pastoral connotations, the curate being the young priest sent to a 

Roman Catholic or Church of Ireland parish, fresh from the seminary, and charged 

with community care, looking after the congregation as an apprenticeship towards 

taking on the pedagogical and governing role of a parish priest. In the same way, the 

curator operated in the background, looking after the museums' collection, and taking 

objects in and out at the director's or patron's behest, or just as they felt necessary to 

elucidate the public. 

They also operated as arbitrators in this way, judges of what could be seen and 

unseen, of what was judged important and necessary public viewing. As influential 

curator, art-dealer and publisher Seth Siegelaub stated: "Before, the curator was 

someone who determined and rewarded artistic genius."89 They operated within a 

greater institutional framework, and it was their job to select what they thought was 

good, or important work. They controlled what was seen, collected, unseen; a single 

voice deciding what and who was great and good within the institutional framework 

89 
Seth Seigelaub, interviewed by Ulrich Obrist, in A Brief History of Curating, 

JRPIRingier & Les Presses du Reel, Zurich and Dijon, 2008, Pg. 129. 
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they operated inside. This was an extremely hierarchical and undemocratic process. 

The curator dictated the taste without reference to audience, interaction or 

engagement. At that time, the object had primacy; it was the foremost vehicle to 

understanding, and respected first and foremost, without reference to site, time or 

context. The object of art was its primary defining feature, and lay above all 

considerations of display and exhibition. However, as participatory art practice has 

evolved from the object to experience, so did the role and position of the curator in 

relation to the work, the artist, the institution and the public. The audience have 

become more invested in curating what they see, hear and know with the rise of the 

Internet, television on demand and social networking sites, curating their own 

experiences of the world rather than being told what is happening from one point of 

view (the news in a newspaper, chosen by an editor for example, or a broadcaster). As 

Johannes Cladders, one for the founding fathers of contemporary curatorial practices 

(and member of the international advisory board to the committee of Rose 80) states: 

"I have always believed that it is the a11ists who creates a work, but a society who 

creates a work of art."90 The audience are primary; their expectations have changed, 

and therefore so has the work. Contemporary existence offers up a plethora of 

choices, and this current generation of artists and audience have come of age in an era 

where knowledge is freely available, and as a consequence demand to be shown 

rather than told. No longer content to wait in and watch programmes chosen by a 

broadcaster, 91 participatory art repositions audience as participants, often co-creators 

in the experience of the work. As a result, curators have themselves became more 

90 Johannes Cladders, Ulrich Obrist, Pg. 57. 
91 18-34 year olds spend 50% more time watching video online than TV: Jasper 
Jackson, "Know your Audience: How the Digital Native Generation Consume 
Media", http://www.themediabriefing.com/article/know-your-audience-how-digital
native-millennial-generation-consume-media, Accessed 22 May 2014. 
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visible, frequently actors in a process as opposed to arbitrators of taste and value. As 

one of the founding fathers of this new discipline of curation, Seth Siegelaub states, 

curators sought to" ... make these decisions more visible, how to make this dimension 

behind the public art exhibition and selections process more visible ... "92 For 

Siegelaub and his generation, curation became about exposing the decisions made 

throughout the process of bringing an exhibition of work into being. Participatory art 

often has no object for the curator to care for in the traditional sense, and operates 

currently largely outside collection in Ireland, so therefore this new kind of art 

requires a new approach on the part of the curator; that as a participant in the process 

of the work, a collaborator in the delivery of this art of experience: "Exhibitions are 

undergoing the experience of something . . . "93 The curator now provides" ... the 

situation within which the experience can happen."94 This new and ever shifting role 

is the subject of this chapter. 

New Curatorial Practice, Tonight,you can call me Trish 2014. 

The first example of these new curatorial processes I will be discussing in this 

chapter, Tonight, you can call me Trish, happened from the 6th February to the 22
nd 

of 

March 2014 in the Lab gallery (see Fig. 8). It was the result of a collaborative 

curatorial practice (Kate Strain and Rachael Gilbourne as RGKSKSRG), so often a 

feature of participatory art in Ireland. 

Tonight, you can call me Trish, is an excellent example of how curation operates 

92 Seth Seigelaub, interviewed by Ulrich Obrist, pg.129 
93 Tessa Giblin, Interview with the author, 19th February 2014. 
94 Giblin, Interview with the author. 
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Figure 8, Installation shot of Tonight, you can call me Trish, the Lab, 6th 

February to the 22°d March 2014. 

within participatory art, and more accurately a participatory process95 of art. Kate 

Strain and Rachael Gilboume, operating from their collaborative practice, 

RGKSKSRG, curated the show. It was a group show in Dublin City Council's Lab 

gallery, featuring artists Alan Butler, Mary-Jo Gilligan, Oliver Laric, Rachel Maclean, 

Brenna Murphy, James 6 hAodha, Pilvi Takala, Mark Durkan and Bilis McDonald. It 

was also the result of the Emerging Curator Award, granted by Dublin City Council 

Arts Office. Instead of designing a construct from within which the work was to 

operate, Strain and Gilboume asked artists Mark Durkan and Bilis McDonald to set 

up the scenography96 of the space, leaving them to them to decide the material shape 

and texture of the show. Each artist's work happened on top of, within, around and 

through each other's, with Rachel MacLean's video sitting on top of the ground of 

Brenna Murphy's sculpture, and Oliver Laric's piece sitting opposite MacLean's 

piece on Murphy's sculpture again, and James O'hAodha's performance and the birds 

used in it sitting on top of and flying around each artists piece. Durkan and McDonald 

95 
I am using the 'process' of art to mean all of its constituent parts - the artist, the 

work itself, the curator, the space and the institution. 
96 

Scenography a theatrical term, relating in this context to the physical positioning of 
the work within a space. 
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Figure 9, Brenna Murphy, from Tonight,you can call me Trish, the Lab, 6th 

February to the 22nd March 2014. 

decided to have each piece collaborating with each other in the space instead of 

delineating each artist's work individually. There was no labelling or differentiating 

between the individual artists work, each piece sat on top of, or next to, each other, 

with no space in between, instead sitting in concert within each other, collaborating 

with each other, the space, and the participants. This is another feature of 

participatory work. 

The work varied from Rachael MacLean' s highly elaborate video constructions, 

saturated with hyper-vivid, sickly sweet pinks, purples and reds of fantastical, but 

satirical, unreality. MacLean's video piece rested upon the same ground as Brenna 

Murphy's (see Fig. 9) idiosyncratic sculptures, variously intricate and quasi Computer 

Generated Imagery (CGI) sculptures that happened throughout the space, mirroring 

the hyper reality ofMacLean's actual CGI generated visuals. In her work, MacLean 

dresses up as fantastical, ornately dressed characters in an unreal CGI word, often 

satirising political situations and investigating notions of identity, notably Scottish 
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identity.97 The work is incredibly visually rich, saturated in Barbie pinks, lurid purples 

and other garish colours, and populated by mythological beasts and characters (a 

tartan wearing human/lion hybrid, or a unicorn for example). The main character in 

the piece was a lurid and fantastical queen, reminiscent of the Queen of Hearts from 

Alice's Adventures in Wonderland by Lewis Carron. Maclean performs every 

character herself in her videos, by acting out the narrative in front of a green screen, 

before creating her world of surreal fantasy and satire, a super kitsch alter-reality with 

CGI to complete the piece. 

Oliver Laric' s slow motion video also rested on the same pastel coloured, soft ground 

of Murphy' s sculptures. The footage was shot on two of the most expensive cameras 

ever made, and the sequence Laric used is freely available on the internet. This piece 

in particular exposed the myth of the singular artist genius, closeted away creating a 

totally original object. Laric's video instead borrows from an existing vernacular from 

an interface now part of everyday life, the internet, re-contextualising the image again 

in his own voice. It questioned the unique specialness of the art object, juxtaposing 

the "democratic appeal of public availability and the commercial value of limited 

access."98 

The questionable reality of the worlds represented by MacLean and Murphy were 

heightened by Pilvi Takala's video. It was hidden-camera style video documentation 

of a performance in which she dressed up as a real live Snow White, and then 

97 MacLean herself is Scottish, and a referendum on whether Scotland should stay 
within the U.K. had been recently announced by U.K. prime minister David Cameron. 
98 Gabija Purlyte, "Review: Tonight you can call me Trish// Lab Gallery", 
tn2magazine.ie, http://www.tn2magazine.ie/tonight-you-can-call-me-trish/ accessed 
12th March 2014. 
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attempted to gain entry to Disneyland, Florida. She was denied entry; declared to be 

too easily confused with their (Disneyland's) own, copyright-protected Snow White. 

And so it proved to be, as Takala was asked to sign numerous autographs whilst 

waiting outside for entry into the multi million dollar theme park, opening up 

questions of ownership, authenticity and duplicity of imagined and real identity. 

Durkan provided a squat, rectangular mirrored surface (literally, and metaphorically), 

upon which various objects and long pieces of sequined fabric hung. At the opening, a 

live figure stood completely still on the mirrored rectangle, dressed in a video game 

style digital knight or warrior costume with a fully operational crossbow held in his 

arms by his side. After the opening the sequined fabric draped over the mirrored 

rectangle suggested the cape of the digital warrior, touching down in a corporeal 

reality, the only visible trace of whom the fabric and the mirrored platform, reflecting 

the participants at the foot of the mythical nobleman. The exhibition was punctuated 

by the sudden and intermittent sound of Alan Butler's violent death metal version of 

YouTube's terms and agreements, combined with the Nyan Cat99 meme, a sudden and 

unexpected, shocking intervention, pulling the participant out of their reverie, or 

plunging them further down the rabbit hole. 

The show had a luscious, intoxicating kind of dreaminess to it, an immediately 

immersive and transportive state of the unreal, the otherworldly. The uber vivid tones 

of MacLean's immaculately constructed, CGI ethereal realm, coupled with the 

Neapolitan colours of Murphy's computer game sculptures, combined to create this 

99 An insidious, repetitive song of the word 'meow' said by an asinine computer 
generated voice played against a background of a highly pixelated cat on a rainbow, 
bouncing up and down on a blue screen. The key changes but the visual and sounds 
do not. 
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otherworldly state. Takala's video of her real fairy princess deemed too like the 

imagined reality of a copyrighted fantasy and thus denied entry to the real, physical 

manifestation of an imaginary land intensified the experience of a disassociated 

reality. It was heightened by Laric' s deliciously detailed slow-mo, which played out 

across from the shining remnants ofDurkan's fantasy knight. The visual aesthetic of 

the show was extremely tight and coherent. Each piece was an open conversation with 

the next, punctuating them as in the case of Butler's demonic Nyan Cat piece, a 

cacophony of sound and texture. The whole show operated as one piece, one single 

experience, although it was comprised of many artists and two curators with no 

delineation or lines between each work, authored by all equally, each piece flowing 

imperceptibly into the next. This approach is emblematic of participatory art. Was the 

pastel mat beneath MacLean's video part of her piece? Or was it another tentacle of 

Murphy's creeping sculpture? Was Takala's Snow White one ofMacLean's 

characters touching down in the real world? Was Laric's video a close of up Durkan's 

suggested presence's adventures? There was no way to tell without looking at the 

press release afterwards. It was not a disparate collection of singular objects from a 

separate, unrelated group of artists thrown together thematically for a show, but 

instead was a composite vision of a precarious post-decorative mash-up, each piece in 

a fractious discussion with the next, constantly dislocating and relocating the 

participant in a variety of different worlds and multiple realities.100 

The show was participatory, in that it offered the participant a view into a 

collaborative process rather than a partitioned display of individual objects. 

100 Press release, Tonight, you can call me Trish, i1i February - 22nd March 2014, The 
Lab Gallery, Dublin 1. 
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This process did not stop at the physical artworks. Two ephemeral pieces were 

commissioned for the show. James O'hAodha created a tour throughout the gallery, 

For the Birds, with three parrots, spoken in unfamiliar foreign languages. It was an 

act of translation that went through nature (the birds), language (the various tongues 

the artist used to articulate his tour of the show) and ultimately, as with the rest of the 

show, reality. The birds landed on the participants, the work, and the gallery 

architecture, flying and resting throughout the exhibition, without preference over 

what they sat on, or who, consequently creating invisible paths between each of the 

elements in the show. The birds and the foreign languages spoken by O'hAodha 

obliterated any gap between the space, work, artist and audience, physically, aurally 

and spatially as the birds flew between and onto each element without bias or 

proclivity. They operated like a thread, binding participants to each other, in their 

reaction and proximity to the birds, the work and the subtle intonations of 

O'hAodha's indecipherable speech. The impenetrable nature of O'hAodha's words 

paradoxically delivered a deeper understanding of the work in the gallery. The rhythm 

of the speech, the narrator's body language mirroring that of a tour guide, united the 

participants in their incomprehension, and allowed a flow around the material objects 

in the space, concentrated by the ever shifting presence of the birds. A communal 

empathy with the work, space, artist, birds and participants broke out. Each had 

actance, or agency in transporting meaning of the piece. 

Mary-Jo Gilligan created the other ephemeral event for the show, Your Otoliths - An 

Audio Route Guide to the LAB Gallery for Minecrafters, takes the form of a guided 
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tour about the gallery and its locale, custom made for the Minecraft:101 gaming 

community. It brought a ludic engagement to the show, another platform from which 

to depart into the fantasy world of Tonight, you can call me Trish. These two events 

did not operate as explicators for the show, but instead as interventions every bit as 

material and concrete as the objects contained within it. They offered up another layer 

of narrative onto the show, and resonance with and between the space, site, work, 

artists and particpants. This is an important distinction, as instead of the hierarchical 

stance of the traditional curator trying to tell the participant what to think, Gilbourne 

and Strain instead offered another platform from which the participant could enter 

Tonight, you can call me Trish. They were another texture, another state of being 

within the show. With Gilligan's piece, the participant could digitally create their own 

world of the exhibition and its surrounds through the game Minecraft, whilst been 

taken on a literal tour of the area surrounding the gallery. Whilst the show does move 

the participant to an illusionary place, as it lifts it also grounds, with Butler's sharp 

audio and Gilligan's tour. It may be an unreal precarity but it was embedded in the 

area of the gallery, another significant feature of participatory art. It did not just land 

in a building on Foley Street (where the Lab is located), but, like Clinton and 

Moriarty's work discussed in the previous chapter, Gilligan especially grounded the 

show in its location, adding another layer of myth and narrative onto the site, a digital 

imagining of the possible. 

The curatorial processes within Tonight, you can call me Trish, are hugely significant. 

The show repositions the curator from a hierarchical arbitrator of values as the old 

museum curator used to be, or the selector of objects from a collection or practice, to 

101 
Minecraft is a game that allows players to build structures out of textured cubes in 

a 3-D generated world. 
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a facilitator of the experience of the work. In discussing her role in the curation of the 

exhibition, Strain states her capacity as primarily creating the context, the 

environment for a dialogue from which the show could happen rather than a thematic 

construct from which to hang it: "l see my role as a curator as primarily creating the 

context within which the means for engagement with an artwork or an artists practice 

can take place."102 For Tonight, you can call me Trish, Strain and Gilboume invited 

each artist to the show, and offered them a chance to work together, facilitating this 

interaction themselves, but not telling the artists what to do, and where to do it, 

instead supporting these interactions and fostering working relationships. In this way 

RGKSKSRG created relationships from which the exhibition grew, interactions from 

which the work happens. They provided context, not instructions, fostering 

engagement with a process. The mechanisms for participatory at1's processes are 

frequently exposed, either literally, as with Laric's extreme slow-mo of the footage 

from the most expensive camera ever made, or the worlds created by Gilligan's Your 

Otoliths - An Audio Route Guide to the LAB Gallery for Minecrafters. They allow 

space for a participant to situate themselves within the world, offering the chance to 

explore the issues in Ranciere's emancipated spectatorship, the participant operating 

as an equal rather than a subordinate. They re-distribute the sensible by opening up 

the role of the curator, providing the opportunity for a11ists to work together in a 

show, collaborate with them in the process of creating the relationships between 

themselves and the work (and therefore the participant) and in tum creating an 

aesthetic of the whole103
• They instigate these relationships, and support them. 

102 Kate Strain, Interview with the author, 25th February 2014. 
103 The aesthetic in Ranciereian terms, taken to include every constituent part of the 
show, including artist, context, location and audience, as laid out in Chapter 2. 
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RGKSKSRG did not dictate the visual conditions of Tonight, you can call me Trish, 

but instead facilitated the connection of the various artists works in the Lab. 

The Collaborative 

As part of their collaborative practice RGKSKSRG, Gilboume and Strain open up 

curation to a process of collaboration, meaning the show was in conversation before it 

ever became a material reality, in dialogue before its inception. This is a crucial factor 

of participatory art (what collaboration means for participatory art will be discussed in 

Chapter 5). Emphasis has shifted from making the physical work look as appealing as 

possible, to providing the best experience of a practice, or range of practices as 

possible. Curation is a practice, rather than a caretaking or arbitration role. In Tonight, 

you can call me Trish, the show was not the result of a singular vision, rather a 

composite process, the physical shape of the work left up to the artists themselves to 

construct purely for each other. They were set up in dialogue, in order to open up 

towards the participant. Group shows are frequently difficult, and, in the vast majority 

of situations there is an overall failure to unite disparate practices under one theme or 

curatorial construct. Tonight, you can call me Trish is different and participatory as it 

brought the process to the artists themselves rather than leave the curators as remote 

points of contact between individual artists, the sole repositories of everyone's ideas 

and dispenser of concepts. The curators instead ceded authorshipl04 over the physical 

manifestation of the exhibition, the scenography of the show, and initiated a 

conversation between themselves and between the artists themselves. They were not 

the sole carriers of a singular vision; they were the locus for exchange within the 

104 I am aware of the broader arguments on authorship by Roland Barthes in "The 
death of the Author", 1967 and Michel Foucault's "What is an Author". For the 
purposes of this discussion, I am referring to authorship in terms of the traditional 
visual aesthetic of an exhibition, traditionally created by a curator. 
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process of bringing the exhibition to fruition. As each artist participated with each 

other, they became an audience for each other's work, which resulted in a show that 

visualized this process. The participant could see how blended the works were, the 

fact that they were virtually impossible to differentiate, exposed the level of cross

pollination, groupthink and collaboration at work. This is an incredibly participatory 

working process. 

This is making visible a process that in non-participatory art remains hidden, can be 

understood as another re-distribution of the sensible. If the distribution of the sensible 

is what can be seen and apprehended sensorially, and by whom, the dividing line 

between the visible and invisible, Tonight, you can call me Trish pushes the definition 

of what it is possible to see and perceive, by dictating no concrete reality for the 

participant, instead offering up a myriad of possibilities, from the textural (the gallery 

show), the ephemeral and performative (James O'hAodha and Mary-Jo Gilligan's 

pieces), and the structural (the juxtaposition of the work, the presence of ephemeral 

states of being within the show, the collaborative curation). The show blurs the lines 

of what is possible within a gallery show, and shares the labour with the participant, 

the artists, the curators, and the space. As discussed in Chapter 2, each actor in the 

story of the show (space, curator, participant, object, birds) contributed to the 

actualisation of the experience. As early pioneer the field of contemporary curation 

Anne D'Harnoncourt105 stated, the curator strives to" ... make these private decisions 

more visible, how to make this dimension behind the public art exhibition and 

105 Now deceased, Anne D'Hamoncourt was born in 1943 and grew up in Manhattan, 
New York. She was the director of the Philadelphia Museum of Art from 1982 to 
2008, with a particular interest in Marcel Duchamp amongst others. 
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selection process more visible ... " 106 Gilboume and Strain open out the process 

beyond themselves, and the institution, and, in the process of doing so, ultimately 

devolve it to the participants (the show ultimately being the result of multiple visions 

united by context, as opposed to the result of a single viewpoint). Nothing was 

exclusive or hidden, there was no narrative dictated to the participant, instead, the 

participant created their own space of experience within the work. The many elements 

combined to a simultaneously fractured (Butler' s audio, O'hAodha's foreign 

language, the dislocated realities presented within the video work) coherence (the 

birds flying through the show in O'hAodha's piece, the seedy rhythm of the Nyan Cat 

meme in Butler' s nightmarish audio, Murphy's aesthetically uniting sculptures). In 

Tonight, you can call me Trish there were several acts of translation. That by 

O'hAodha's piece, the physical reality ofDurkan and Murphy's sculptures throughout 

the space, and the main one of the participants own journey through the work. The 

multi~layered character of the show, and its blurring oflines between traditional roles 

of hierarchy (artist, curator, institution) all gave rise to this vision. 

Tonight, you can call me Trish significantly blurs the line between artist and curator. 

This is also a feature of participatory art practice. Whereas before, the curator was 

positioned as an arbitrator, they are now a facilitator, a mediator between the artist 

and the participant. The curator's role has shifted, and their " ... competence relocated 

from a direct relation with selection and display to an ability to generate narratives 

and a direct a sequence of experiences." 107 This definition is very closely allied to that 

of a participatory artist. Ifwe consider Stoneybatter River Walks, from Chapter 2, 

106 Anne D'Harnoncourt, interviewed by Ulrich Obrist, pg. 179. 
107 Francisco Manacorda, as cited by Lynne Cook, "In Lieu Of Higher Ground", in 
What Makes A Great Exhibition, Paula Marincola (Ed.), Philadelphia Exhibitions 
Initiative, Philadelphia, 2006, Pg. 32. 
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artists Clinton and Moriarty could arguably be said to augment their competence in 

creation with an 'ability to generate narratives and a direct a sequence of 

experiences."108 It can be argued that Clinton and Moriarty work curatorially within 

their practice, in that they consider audience as primary in their work: "They're the 

reason we make work"109
• The place and space of the work is considered from it's 

very inception, Stoneybatter River Walks happening in response to the Joinery 

gallery's location in Stoneybatter, and indeed the artist's own studios in Pallas 

Contemporary Projects sitting on top of the river Paddle. Hanna, in Everything 's 

Moving Beneath the Surface also creates the work in response to space, the tour that 

preceded it and the conditions of the life of St. Colmcille. They do not create objects 

and exhibitions that can happen anywhere, anytime, but instead create work specific 

and local to its surrounds, the linking of the two traditionally done by a curator. Now, 

curatorial practice is less about bringing certain objects to a space, and environment, 

but instead providing the conditions for relationships to form. Relationships between 

artist, place, space and audience. Taking this as a definition of the curatorial, all 

participatory artists work curatorially, including those in Tonight, you can call me 

Trish, even those making objects, as these objects are in conversation and 

collaboration with the others surrounding them. Working curatorially is working in a 

participatory realm, with the audience at the forefront of the work, resolving within 

them. 

The Artist Curator, and Basic Space. 

The idea of the artist working curatorially is one of the hallmarks of the second of the 

subjects of this discussion, the group Basic Space. Basic Space are a group of young 

108 Lynne Cook, Pg. 32. 
109 Niamh Moriarty, Interview with the author, 2nd October 2013. 
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artists, fonned during their time as students in N CAD who graduated in 2012. They 

are an itinerant band of practitioners, with six founding members but adding and 

subtracting members constantly as they as they go. They do not define themselves as 

a collective or a collaboration, or indeed an artist, but a group of individual artists 

who work together occasionally, always coming together in one space, 110 sometimes 

curating shows and collaborating with each other. It is important for Basic Space not 

to be defined, as they are absolutely contingent upon the situation they find 

themselves within (physical or digital) and the projects they are currently working on, 

to the benefit of both their a1tists and audience. 111 They are currently situated in 

Eblana House, a space they were awarded as pa1t of Dublin City Council's Vacant 

Spaces Scheme, co-ordinated by its Arts Office (their relationship with the institution 

is discussed later on in the chapter). 

Basic Space are emblematic of a new generation of artists who work within an open 

space (as with Flatpack) that is completely defined and shaped by what kind of work 

is happening in the space day to day. They also curate the work of other artists, and 

the method of working within the space described below applies to both practices. For 

example, if a member is testing a large work, they take a bigger space. If a member is 

writing they take a smaller space. It is a fluid and shifting environment, constantly 

expanding and contracting, where people and work never settle. This environment 

leads to the artists 'studio' becoming a social space, where work is shared and talked 

about, and subsequently the work itself is discursive and dialogical. This way of 

working makes "You [the artist] attuned and attentive to how things will be read.''112 

110 
The eponymous Basic Space, the name comes with them as they move from site to 

site and is simultaneously the name of their site, and themselves as a group. 
111 

Simon Cummins of Basic Space, Interview with the author, 3rd March 2014. 
112 

Daniel Tuomey of Basic Space, Interview with the author, 3rd March 2014. 
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The audience is a primary concern within the work from the outset. Even though most 

of the artists based there are primarily object based, the group spend time "trying to 

find ways, almost theatrical ways, to get those works to interact with each other." 113 

This level of discursiveness gives rise to a participatory kind of work, so despite the 

objects being present, their state, and form and inter-relationships remain fluid and 

contingent upon how they work with other objects. This way of working is in direct 

opposition to the traditional studio artist, cloistered away in the studio and emerging 

with finished objects for display. The work is exposed to a public from its very 

inception, its gestation an open participatory process, in that the work is out and open 

for discussion at all stages of its development. 

This is both a significantly participatory and curatorial way of working. The artists 

within this group have always worked in an open way.114 What started out as crits115 

the six founding members developed for themselves as students in NCAD, has 

become an intrinsic part of the process of their various practices. Jn fact, such is the 

collaborative nature of the group that they actively try to showcase the process of 

every exhibition they curate. The outcome of this curatorial process is almost always 

participatory, either in terms of the work itself or the site of the work, the process 

involved in bringing it to being amongst other things. When exhibitions take place in 

Basic Space they do not have a separate gallery and studio space. Instead, as with 

Marcel Vidal' s exhibition #untitled (see Fig. 10) which ran from the 19th of 

September to the 10th of October 2013, they have the exhibition within the hybrid 

working/gallery space. The group worked with the artist from the beginning of the 

113 Tuomey, Interview with the author. 
114 Tuomey, Interview with the author. 
115 Crits form the basis of much art education in Ireland. They take the form of a 
group critique, where the work in a particular group is shown/performed/happens then 
discussed critically afterwards. 

74 



Figure 10, Marcel Vidal, 'Untitled' Installation shot, 19th to the 26th of September 
2013. 

project. The installation grew in the workshop part of the space, and the group were 

involved in the physical building of the piece with the artist. Upon completion, the 

piece was left in the space where it was made, the tools of its creation hanging on the 

walls around it. The result was an immersive installation the participant could walk 

into, but it was more the process of the work the participant walked into, and it is this 

sharing of the work from inception to completion between artist and curators that 

makes it participatory and ultimately democratic. No part of the process is hidden 

from the participant; they walk into the ' labour ward' as it were, with everything used 

in the making of the object being present for the participant to encounter. Drills, saws 

and nails all left out, the piece surrounded by the detritus of its creation. The members 

all worked with Vidal on the creation of the piece, the physical making a collaborative 

effort that happened within the space. 

Other shows require the space to be transformed for its use, such as Star Wars, which 
took place from the 27th of February to the J1h of March 2014 (see Fig. 11). The show 
was a re-enactment of the Star Wars films created by George Lucas by England-based 
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Figure 11, 'Star Wars' film still, The Institute of J'amais Vu at Basic Space, 27th 

January to the 1st of February 2014. 

collective The Institute of J'amais Vue. The whole space was painted green and 

turned into a giant green-screen. The group had spent the week before filming within 

the space, with the aim of re-creating the Star Wars films. The opening night was part 

of the re-enactment, and everyone attending the opening and exhibition an unwitting 

actor in the re-creation. The group walked around before the show, deliberately 

obliterating the importance of the objects, by making them as ' un-art object like' as 

possible116 in order to leave the space as far removed from a gallery as conceivable. 

When a prop or cluster of props for a scene became too sculptural, too formalised 

materially, the group deliberately disordered it, took it down, and spread it apart. Any 

formalised 'sculptural aesthetic' was shunned, and replaced by disordered and 

seemingly incidental clusters. 

This decision again evolved from the process of working with the artists, it was not a 

construct placed upon the show by Basic Space. Everyone who came to the show 

became part of the film. The participants became the actors within the piece. As a 

curatorial position it is a strong one in favour of participation, but one that came from 

the work rather than a curatorial policy. In this case as in Marcel Vidal's exhibition, 

116 Cummins, Interview with the author. 
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the work dictated the curatorial policy as opposed to the other way round. So work 

first, curatorial considerations later. Although it could be argued that they both occur 

at the same time, as the work is conceived, made and completed with the pruticipants, 

so curation becomes part of the piece as opposed to a separate critical entity. Basic 

Space is a working space that was given over to the show, and consequently, any 

members working within it must work around the show. The show is completely 

embedded within the space, and those in the space embedded within the show. This is 

a kind of contingency is essential to Basic Space' s modus operandi: "It's important to 

us to wedge ourselves into collaborating with projects that come here." 117 

The Institution 

Basic Space not only have a participatory curatorial strategy, but the group also have 

an interesting relationship with the institution, which summarises the kind of 

relationship many participatory curators and artists have with the institution in 

participatory practices within Irish contemporary art. As mentioned in the 

introduction, the role of the curator and the institution is closely allied, and, in Ireland 

at least, the curator did not exist outside the institution until the founding of 

independent artist run spaces in the wake of the Rose exhibitions, such as the Project 

Arts Centre in Temple Bar.118 The institution was, then, a large and often unwieldy 

cultural behemoth, and, as with the curators who defined them, operated as infallible 

arbitrators and diviners of what they believed was great and good in art: 

117 Tuomey, Interview with the author. 
118 I am discounting commercial galleries, as they operated merely as shop windows 
for the 'misty Irish paintings' as discussed in Chapter I . 
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They [the curators] were certainly powerful - but only within the context of 
some greater institutional power - and their job was to select "great artists" and 
be the voice of "quality" and correct art values. 119 

This led to a rejection of the institution throughout post-modern art: "Art was getting 

so precious, so elitist during that Greenbergian period." 120 Artists moved away from 

institutions such as the Royal Hibernian Academy (RHA) in Ireland, and instead set 

up their own spaces, like the aforementioned Project Arts Centre and Temple Bar 

Gallery and Studio' s to escape this institutional rigidity. 

However, it has now come full circle. Groups like Basic Space, instead of being 

rejected or consumed by the institution, operate parasitically upon it, as a kind of 

irritant feeding off the body of a larger host, not being consumed by it, but instead 

being supported and nourished by means they do not have themselves.121 In their 

current iteration, Basic Space are in a space provided by Dublin City Council, and, 

instead of being subsumed by that institution, a mutual curiosity arises. In fact, 

independent curating, previously held up as a kind of holy grail of independence and 

clarity for the curator in postmodem times, meant on the one hand not having to 

consider anything else but their own vision for the artist's work, but also lacking the 

means and facilities with which to realise it, can be to be stifling as a result. 

Independent curator Kate Strain, one half of the collective that brought Tonight, you 

can call me Trish into being, describes how outside the institution, the ' independent' 

curator must prescribe the outcome of an exhibition before it has happened in order to 

119 Seth Siegelaub, as cited by Obrist, Pg. 129. 
120 Lucy Lippard as cited by Obrist, Pg. 219. 
The 'Greenbergian period' only appeared in Ireland through the Rose exhibitions for 
reasons outlined in outlined in Chapter 1. For Rose '84 and Rose '88 the curators 
(collectors themselves as opposed to curators as with previous Rose's) eschewed the 
challenging, experimental work chosen for previous Rose's, in favour of collectible 
objects as discussed in Chapter 1. 
121 Space, funding, utilities - NCAD paid the insurance for Basic Space' s first space, 
off Vicar Street in Dublin 8. Without that help, they could not have had the space. 
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gather the necessary funding and resources. This stifles the possibility of how 

independent 'independent' curation can be, and what those shows can potentially be. 

Artist and curator Paul O'Neill coined the term the 'co-dependant curator' to 

paradoxically describe independent curatorial practices, as they cannot really exist 

totally independently, requiring resources (often people, expertise or funding from 

one institution or another) throughout their careers, necessitating regular plunges into 

the institution to enable their practices.122 

This is not to say the curators and artists can only work within an institutional 

framework. The institution is has changed, and the artists are, like Basic Space, 

becoming an institution themselves. Basic Space can retain their autonomy within the 

greater institutions they operate from because they are an institution themselves.123 

Institutions can be collectives or groups (like Basic Space), an exhibition 

(Graceland's124
), an ideological space, or a site of collaborative thinking and practice 

(RGKSKSRG). It is no longer the stuffy behemoth of old, but instead a mutually 

evolving process, one that does not have to have a physical place, but instead 

occupies a more experimental terrain, one without boundaries, and, like participatory 

art, one that finds its resolution within the participant. These are not curators and 

institutions based around the care and protection of their collections and precious 

objects.125 These are new institutions, and even the manner in which the older ones 

122 Paul O'Neill, "The Co-Dependent Curator", Art Monthly, Issue 219, November 
2005, Pg. 7. 
123 Hannah Fitz, Interview with the author, 3rd March 2014. 
124 Graceland's is a one day event that has run within the EV+A International art 
exhibition that runs in Co. Limerick every two years. It is a: "a site-specific 
programme of sculpture, performance and screenings, curated by Vaari Claffey", 
"Graceland's - Circling the Square", http://www.eva.ie/gracelands-e, Accessed the 
3rd April 2014. 
125 ln fact only four institutions in Ireland have their own collections: The Crawford 
Gallery in Cork, the National Gallery of Ireland, the RHA and IMMA, all in Dublin. 
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operate is changing, for example NCAD offering to pay for Basic Space' s insurance 

in their first building to ensure their (Basic Space's) autonomy instead of assuming 

the space and group under its (NCAD's) own jurisdiction. Institutions are built around 

an openness, a discursiveness, and a public, which is in direct contravention of the old 

model. Institutions no longer dictate value or meaning, but merely offer up a way for 

the participant to find their own value within it, to create their own narratives within 

the structure, thus becoming a more democratic proposition. They allow autonomy on 

many levels. The work does not get stamped and pigeonholed as being forever allied 

to one space and the one curator's idea of what it is and can be. 

Now, "Many exhibitions have moved beyond the predominantly illustrative, single, 

authored narrative; indeed, exhibitions are not the only outcome of curatorial 

ideas." 126 The work has instead changed, and the curatorial process has changed as a 

result to a mediation process, a facilitator of the experience of work, rather than a 

caretaker, as discussed at the beginning of this chapter. Curators now actively seek 

out ways to challenge the institutions they work within, deliberately trying to 

destabilise their positions and actively question their role in developing this. As a 

curator, "You are charged with providing the situation within which the experience 

can happen ... you don't want to tell someone what their experience should be."127 The 

institution, previously remote and isolated from the public, is now a hang out, a 

creative hub - the Project having free Wi-Fi and coffee in its foyer, with shelves 

stocked with current contemporary art journals such as Artforum, e-Flux and Art 

126 O'Neill, Pg. 10. 
127 Giblin, Interview with the author. 
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Monthly available for reading, designed as a place of study, connection, reflection, or 

whatever the visitor wants it to be. 

This is a participatory position. The curator works to ventilate the artists practice in a 

way that engenders an open, experiential engagement, one that is not predictive, or 

pedagogical - they are now showing not telling. Even curators working within 

established institutions advocate questioning it.128 The institution is not always a 

stable monolith, but can be a fluid and shifting cast of characters, ideologies and 

positions. They are now a collaborative process, a process fundamental to 

participatory art, one that interrogates itself and places the viewer at its centre. Jn 

Clinton and Moriarty's practice, the institutions themselves are even pushing the 

artists out of the gallery into a broader relationship with space and site.129 

Participatory art practice is also happening curatorially. The lines are now blurred 

between a1tist, curator and participant. In terms of the relational, the space between 

artist, participant and curator has never been smaller, or more blurred. It can be 

argued that aJI that exists between these multiple roles, ideologies, and people are 

possibilities. Possibilities for what participation can mean for a public, for an 

audience. It suggests a relationship between individuals that is not conglomerate, not 

always acquiescent, but a working frission, a dissensus within a group that instead of 

ripping it apart binds them together in their difference (the institution and the curator, 

the institution and the collective, the artist as curator, artist and space as discussed in 

128 Giblin: "1 feel very autonomous when I visit galleries, I don't necessarily trust the 
institution I don't necessarily think that the curator or academic ... is presenting it to 
me knows the real story here." Interview with the author. 
129 Niamh Moriarty: "Pallas and the Joinery did encourage us from the beginning of 
us making work . .. to get out there and push yourseJves .. .it's good to be taken out of 
that context [the gallery space] a little bit." Interview with the author, 2nd October 
2013. 
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the previous chapter). It is these very differences that unite these seemingly disparate 

elements, temporarily; they (curator, artist, work, participant and space) stand 

separately together, none defined by either state, instead allowed to dissensually exist 

in relation to each other. This naturally lends itself to an interpretation of philosopher 

Jean-Luc Nancy's being singular plural, a concept I will discuss in the following 

chapter. 
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Chapter 4 

PUBLIC 

In this chapter, I discuss participatory practice in public art. I argue that participatory 

public art is an involving, meaningful and relevant experience. It is a responsive, 

dialogical practice and sensitive to its context and situation. 

I analyse in depth two projects in particular, The Prosperity Project, a Percent for Art 

commission by The Office of Public Works and Dublin's Convention Centre, which 

took place between May 2013 and January 2015, by Jesse Jones, and Hotel Ballymun, 

another piece commissioned under the Percent for Art Scheme, this time by Breaking 

Ground as part of the Ballymun Regeneration Limited, in 2007, by Seamus Nolan. I 

examine how the philosophical concept of being singular plural of philosopher Jean

Luc Nancy can be used to interpret this work, and how this solidifies the position of 

participatory art as a successful dialogical and responsive outcome for public art. I 

also analyse how these ideas interact with Jacques Ranciere's concept of emancipated 

spectatorship and how this kind of work re-distributes the sensible of Ranciere's 

thinking as discussed in previous chapters. 

Jones's The Prosperity Project and Nolan's Hotel Ballymun were public artworks 

commissioned by the Office of Public Works and the Convention Centre Dublin 
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(Hotel Ballymun under the auspices of Breaking Ground, set up to manage Ballymun 

Regeneration Ltd. Percent for Art's budget). The piece was commissioned under the 

per cent for art scheme, a scheme that requires l % of any publicly funded capital, 

building, or infrastructure must be spent on commissioning a work of art.130 Initiated 

in 1997, as Ireland grew more prosperous, the scheme has caused an explosion of 

public art commissions since its inception. The Per Cent for Art Scheme has placed 

public art commissioners on the staff of City and County Councils and Corporations, 

and large projects employ curators and commissioners on a scale never before seen in 

Ireland. The Percent for art scheme has latterly coincided with the emergence of 

participatory art practice (the practices discussed in this thesis dating from 2007 to 

2014, concurrent to the Per Cent for Art Scheme), and, as practice has changed, the 

type of work being commissioned is changing. There is now more emphasis now put 

on temporary, collaborative work than permanent markers. On the subject of 

permanent works as opposed to more transient interventions, Caoimhin Mac Giolla 

Leith states in a document on guidelines for the Percent for Art Scheme: "They can 

also, however, all too soon come to encapsulate redundant values in outmoded 

forms." 131 The mosaics and murals of old are being replaced by more sensitive, 

contextual and 

130 More information on the Per Cent for Art Scheme and it's distribution can be 
found in "Public Art: Per Cent for Art Scheme, General National Guidelines 2004," 
http://www.publicart.ie/fileadmin/user_upload/PDF _Folder/Public_Art_Per_Cent_for 
Art.pdf Accessed August 2014. 

T31 Caoimhin Mac Giolla Leith, Panel member of Public Art Expert Advisors, "Public 
Art: Percent for Art Scheme, General National Guidelines 2004, 
http://www.publicart.ie/fileadmin/user_ upload/PDF _Folder/Public_ Art _Per_ Cent_for 
_Art.pdf Accessed August 2014. 
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Figure 12, Jesse Jones, The Green Machine Bicycle Tour, 141 May 2013, 
part of The Prosperity Project, 2013, 

responsive works, such as those analysed in this chapter. lt is this change, the 

movement from permanent public sculpture to a practice that is more responsive to 

place and community, that I wish to focus on, through Jones' and Nolan's two works, 

charting a move towards a more collaborative practice in public art. In other words a 

more participatory kind of work. 

The Prosperity Project, 2013. 

The first piece I want to discuss, The Prosperity Project, examined the idea of 

scarcity and prosperity in post-boom Ireland. Jones wanted to respond to the idea of a 

convention, and the impact of the concentrated knowledge that is gathered and shared 

over a series of days in that format. 132 The piece took the form of a durational 

132 
Jesse Jones, "The Prosperity Project: Jesse Jones", published by Create, Vimeo, 

http://www.create-ireland.ie/the-prosperity-proj ect/new-on-v imeo-jesse-jones-on-the
prosperity-pro j ect. Accessed 19th November 2013. 
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conference. It comprised a series of 4 events that examined five different themes: 

want, land, work, prosperity and scarcity. 

The first event, The Green Machine Bicycle Tour, May 14 2013 (see Fig. 12), was a 

collaboration with social historian Iain Boal and took the shape of a bicycle tour in the 

area surrounding the Convention Centre and Dublin's newly developed docklands. 

Boal's work is focussed on the bicycle as an emancipatory object, and vehicle of 

social mobility. The tour took in areas of local importance, and community projects 

run by various organisations along its path. Amongst them Terry Fagan' s North City 

Folklore Project, a project that collects stories, myths and tales of the area and 

Commonage, a community art project based in the Pigeon House on the outer reaches 

of the Docklands and St. Mary's Youth Project in the East Wall. The tour covered 

area and communities old and new surrounding the Convention Centre. It became an 

almost contemporary archaeological tour of the area, taking in the huge changes 

wrought in the community in the last ten years due to the economic boom. It 

examined the repercussions of this boom, and investigated what the rapid 

development of the area did for it and its people, how the community changed, and 

who makes up these communities now. The locus, structure and socio-economic make 

up of the community around the Convention Centre has changed drastically in ten 

short years, so examining the legacy of this change was the impetus of the tour. 

The bike tour mobilised the participants as a collective, bringing them together en 

masse on two wheels, creating a shared bond of transportation and discovery by 

bicycle. Cycling along together, following the narrative set out by Jones and Boal, 
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Figure 13, Jesse Jones, WANT, Master class with Kyungso Park, The Prosperity 
Project, 17'h May 2013. 

moving across the area as group, the tour became perf ormative, in that it 

choreographed the movement of the participants across this corner of the city, in a 

deliberate way, stopping off at projects and points that marked the huge social change 

in the area. It consequently mobilised ideas around boom and bust, about what 

prosperity is and whom it is for. The communal activity ( of cycling) fostered 

connections along the way, and opening up discussions on who is allowed to 

participate in prosperity and regeneration, and what that means for the area. A mobile 

and temporary community was born for the duration, operating as a many fractured 

one, each person constituting a singular and distinct element of a two-wheeled whole, 

discovering the area anew as a group and sharing insights in the communal effort of 

cycling together from place to place. 

The second event, WANT, l ih May 2013 (see Fig. 13), took the form of a musical 

event. The result of a week-long collaboration between Korean gayageum player 

Kyungso Park and Irish harpist Cormac de Barra, it charted the similar histories of 

Ireland and Korea. Both countries are divided by a colonial power and the work 
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examined this and the subsequent building of a postcolonial national identity. The 

piece detailed a shared moment between two people, and their two countries. The pair 

collaborated together for one week, running ancillary events before the main 

performance. Kyungso Park gave a master class on the gayageum 133
, a traditional 

Korean instrument. She then took a week to explore and express historical, musical, 

mental and emotional connection between the two instruments, histories and cultures 

(Korea, like Ireland, was a colonised nation - initially by China, and then Japan- until 

the end of the World War II, where it was partitioned into North and South, the South 

protected by American and the North by the Soviets. This division remains to this 

day, as partition also remains in Ireland, but the boundaries are a lot more contentious 

in Korea134
). It also played host to a lecture by lain Boal on austerity and the role of 

the commons. 135 

The third event, LAND, 8th June 2013 (Fig.'s 14 and 15) was a food event. Jones 

worked in collaboration with MOUTH, a culinary art actionist collective of artists and 

philosophers Edia Connole and Scott Wilson, and the Korean Society of Ireland. It 

took the form of a nine-course 'scarcity' banquet in the Smock Alley theatre. 

Participants sat on long benches and were served a menu specially curated for the 

event of food that highlighted the traumatic pasts of both Ireland and Korea. 

Challenging foods to the Irish palate such as rat, silkworm shortbread Mars bar and 

pulverised pupae dust were served. The menu also featured ground up insect pupae, 

133 A gayageum is a Korean stringed instrument, traditionally with 12 strings but 
modern versions can feature up to 21 strings. 
134 For more information on the history of Korea, see "A Brief History of Korea A 
Bird's Eye View", Young Ick Lew, The Korea Society of New York, 2000. 
http://www.koreasociety.org/doc _ view/363-brief-history-of-korea-pdf. 
135 WANT The Prosperity Project Launch Event-May 17th

, www.create-Ireland.ie, 
http://www.create-ireland.ie/events-2013/book-now-want-the-prosperity-project
launch-event-may-17, Accessed May 2013. 
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Figure 14, Jesse Jones, Dish from LAND, lih May 2013, as part of The 
Prosperity Project, 2013. 

sometimes taking the shape of children's feet or faces (Fig. 14). This type of food is 

normally seen as unpalatable to Western tastes, and brought up questions about what 

is acceptable, and necessary to eat. The menu also featured Irish staples such as blood 

pudding, but made with insects instead of pigs blood, and gruel and porridge made 

from grass and acorns rather than industrially farmed oats. Insects and rats are a far 

more plentiful and environmentally friendly source of protein, and, in times of food 

scarcity, essential constituents of the diet. It also featured Guinness, and the Korean 

national drink Makgolli (made from rice). It blended the histories of famine and 

hardship of both countries in each dish (the insect blood pudding for example), 

provoking questions of shared identity and the ethical and environmental problems 

associated with industrial farming, and the decadence of prosperous palates (given 

that rat and insects are eschewed in favour of more psychologically soothing 

alternatives to protein such as meat and soya). A film was also screened on one of the 

walls behind/in front of the diners. It captured a lavish, opulent banquet of food on a 

lavishly laid table, which became progressively more rotten, and ravaged by rats as 

the film went on. This provoked further discourse on the value of food, waste, and on 
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Figure 15, Jesse Jones, LAND, 171 May 2013, as part of The Prosperity Project, 
2013. 

what abundance really meant. 

The set up of the banquet, with the participants sat at long, communal benches at 

similarly sized communal tables allowed the audience to speak to each other about the 

menu, the food, and its implications (see Fig. 15). The food and the seating 

arrangement mobilised conversations between people about the politics of food 

scarcity, and the global implications of food politics, production and food security 

today. Participants sat at long banquet tables, beside each other, in conversation 

throughout the whole meal. Their discussion of the menu, the food, the film and 

situation they found themselves completed the work, their presence and conversations 

formed a large part of the content and context of the piece. The menu and seating 

arrangement was designed to create a discourse with the participants between each 

other. The long tables a deliberate and effective tool to foster this engagement 

between participants. Being sat in close quarters to each other created a communal, 

conversational environment, where diners questioned and discussed each course as it 

came out with each other. Similar to the open studio concept used by Basic Space as 

discussed in the previous chapter, the participants sat in close proximity, with no lines 
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drawn between any one individual's experience of the work. Instead, each action and 

reaction piled into another as diners performed the piece together, discussing, 

debating and considering the courses with each other, sat beside and opposite each 

other, collaborating with each other, the place, the food and ultimately, the piece. 

This, coupled with the menu of much more abundant but never considered food 

sources within the traditional Irish and even Western diet induced debate amongst 

participants, of what it was they were eating, what they could be eating and the false 

opulence and abundance destroyed by the film. As with the cyclists in The Green 

Machine Bicycle Tour, and the master class participants as part of WANT, a mobile 

community was formed by the eaters in LAND. United by the experience they shared 

and took part in, the participants once again formed a collective questioning the issues 

each piece raised with each other, or by themselves in relation to each other. Each is a 

communal act, cycling together, participating in the master class and eating together 

on shared tables and benches. 

The fourth part of The Prosperity Project was Them and Us: A Performative reading 

of the Financial Crisis, which took place on 27th September 2013 (see Fig. 16), in 

collaboration with theatre maker Niamh McCann. Participants for the event were 

given packs on arrival at the Convention Centre, and brought up through a network of 

criss-crossing escalators at the front of the building. At the top floor where they were 

met by Niamh McCann and Jones herself, and invited to sit down in the chairs 

arranged in a circle around a blackboard in the middle of the floor. They were then 

told to open their packs. Each pack contained a text, with a nametag on a lanyard. The 
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Figure 16, Jesse Jones, "Them and Us: A Performative Reading of the Financial 
Crisis", The Prosperity Project, 27th September 2013. 

participants were asked to wear the lanyard, and, after being warmed up by McCann, 

asked to perform their character's part in the text. They then read their character from 

the text, making up the performance of the piece themselves. Participants were then 

invited to use a blackboard on the ground to respond to what had taken place. 

Once again, the participants formed a temporary ' community' of actors in the piece, 

collaborating with each other, the space, and the artist. Each element of The 

Prosperity Project was a collaborative act; the touring cyclists in The Green Machine 

Bicycle Tour, the master class participants in WANT, the diners in LAND, and the 

actors in Them and Us: A Performative reading of the Financial Crisis. This is one of 

the key aspects of participatory art. The participants were not dictated to, but instead 

invited to take part in the work and allowed the freedom to interact as much or as little 

as they pleased. 

The Prosperity Project exemplifies how successful a collaborative, participatory 

approach to public art can be. It was a sensitive and responsive intervention in the 

area. It explored an area in transition, and also a people in transition. The docklands is 
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an area particularly allied to Ireland's boom and bust. It went from being a largely 

industrial area, with its attendant aesthetic to one dominated by large glass and steel 

high rise apartments and office blocks of large multinational corporations (Facebook 

and Google for example) and their concomitant populations. Large tracts of the area 

remain half developed still, the vast, open concrete skeletons of more offices and 

apartments open and overgrown, site's excavated and left, reclaimed by nature and 

graffiti. By responding with a temporary, participatory work, Jones does not 

permanently stamp the area with an object that gradually looses relevance as the area 

and it's situation changes. Instead, she created a situation for examining what this 

change meant to those who chose to take part, in that area at that time, within the 

context of that particular community, time and place. It was contingent upon each of 

these elements, and it can never be outside of that, losing relevance as people and the 

area itself moved on by its transitory nature. It is responsive, reflexive, open and 

mutable. In other words, participatory. Jones' temporary piece becomes part of the 

narrative of its site in a resonant way, as a collaboration with both place and people as 

participants. 

The Elective I 

Jones describes her practice as an elective research based collaborative practice, 136 

which is a participatory process. The Prosperity Project itself was an elective process, 

in that all who experienced it chose to be there by booking tickets and taking part. 

There were call outs for participants and respondents took places at each event. The 

work did not permanently impose itself on site, instead it worked with it, and the 

people who make it up. Every participant in The Prosperity Project activated or made 

136 Jesse Jones, "The Prosperity Project: Jesse Jones", published by Create, Vimeo. 
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the work by their presence - either by cycling across the Docklands as part of The 

Green Machine Bicycle Tour, or being an eater at LAND, or an actor in Them and Us: 

A Performative Reading of the Financial Crisis, or a workshop participant in WANT. 

They formed small communities of experience, as cyclists, eaters, class participants 

and actors. 

Jones worked curatorially, bringing each element of the piece together, fostering 

relationships between people (Cormac de Barra and Kyungso Park for example, 

herself and Iain Boal, Niamh McCann, MOUTH, and then the participants) and 

creating the space for participation to take place. As Tessa Giblin stated in the 

previous chapter, the curator now provides " ... the situation within which the 

experience can happen."137 It can be said that Jones also operated within this, 

providing not only the situation but the possibility for the experience to happen also. 

She acted as a facilitator, the audience making up the material content of the work by 

their presence. A more meaningful engagement is formed, between people in the 

process of a shared experience, and also by the fact that they chose to be there, to take 

part or not. This makes it an elective process. The audience participated in an 

experience, an experience they had the choice to alter and shape with their own 

reactions and actions. The work happened within, rather than to the participants. They 

ate the food in LAND, became mobile, cycling archaeologists of the area in the Green 

Machine Bicycle Tour and so on. Every part of The Prosperity Project was shaped by 

the audience, and performed by them, with Jones the orchestrator, the conductor of a 

varied and multiple orchestra. 

137 Giblin, Interview with the author, 19th February 2014. 
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Figure 17, Seamus Nolan, Hotel Ballymun, 2007. 

Hotel Ballymun, 2007 

Seamus Nolan's Hotel Ballymun operates from a similar premise. Hotel Ballymun 

was part of Breaking Ground, another Percent For Art commission as part of the 

Ballymun Regeneration Limited in 2007. Nolan transformed nine flats in Clarke 

Tower, part of a tower block in Ballymun in Dublin 9. The tower blocks in Ballymun 

were built in the 60's to re-house the tenants of the crumbling tenements in inner city 

Dublin. Originally conceived as one of the most ambitious and largest experiments in 

social housing in Europe at the time (1966), the project comprised of 3,021 dwellings 

on an incredibly small footprint. It was designed along similar principles to Le 

Corbusier's 'City in the Sky' idea, and was originally intended to provide the most 

modem building technology (every flat had central heating for example, a relative 

rarity for the time) to rehouse the victims of the tenement buildings collapse in inner 

city Dublin in 1963. It was designed to be a: "model town for the 21st century."138 

However, the project was a spectacular failure. The enormous tower blocks had little 

outdoor space for residents and their children, and lay stranded without promised 

138 Frank McDonald, as cited by Ellen Rowley, "Hotel Ballymun", 2007, Exhibition 
Catalogue, Seamus Nolan archive, NIV AL, NCAD, unpaginated. 
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amenities such as schools, sports grounds and shops. The combination of lack of 

space, facilities and amenities for residents lead to crime, drug and social problems in 

the area, and ultimately the demolition of the towers, which began in 2004 and is on

going to this day (demolition on the last tower began in May 2015). Nolan's piece 

took place in one of the last remaining tower blocks in 2007. Ballymun itself, whilst 

begun as a social experiment, became a social artefact, with it's own ever changing 

and subsequently disappearing archaeology.139 Nolan spent an extensive amount of 

time in the local community, and wanted to focus on the sense of abandonment and 

dislocation felt by the locals in response to the demolition of the towers. 

After spending time with the local community (10 months in all), Nolan set up a 

number of workshops for locals on how to up-cycle the furniture found abandoned 

throughout the tower to provide furnishings for a hotel he was going to locate on the 

top floor of Clarke Tower. All of the furniture for Hotel Ballymun was created and 

made by the people from the local community who chose to participate in the project. 

He wanted to subvert the image of what the tower blocks in Ballymun were and stood 

for - an area riven with crime, drugs, enormous social problems, and instead 

showcase Ballymun for what it could be, what it could have been and what it was by 

showcasing the incredible views afforded from the top of the tower of Dublin and the 

surrounding area, and re-inventing objects already part of the fabric of the place and 

its people. He stripped nine flats bare - wallpaper removed, floors ripped up - to 

depersonalise the space, and not to memorialise or fetishize140 the lives of the people 

139 Ellen Rowley. 
140 By fetishise in this case I mean that Nolan does not look upon the lives of the 
residents and portray it as an artifact, an exotic ' other' or alterity apart from the realm 
of everyday experience, creating a hierarchy between those who come to see the flat 
and those who actually live in it, almost like a kind of human or social zoo. 
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who lived there. He examined how the flats are an intrinsic part of the area, and 

subsequently Ireland's national identity;141 the idea that they are 'psychic scars' 142 

that cannot be easily wiped off the map, resting within the national consciousness, and 

that some form of engagement of what they were and are now is necessary in order to 

move forward. 143 The re-cycled furniture encouraged 'the practice of salvaging and 

re-imagining objects, spaces and resources from the past.' 144 This re-imagining was 

key, as Nolan wanted to give back to the flats an identity quite apart from their 

reputation as a hotspot for hopelessness and desperation, and instead reflect the real, 

lived experience of what the flats were, and what their demolition meant to those who 

actually lived in them. 

Participants had to book a room online, for a suggested donation of €50, (which went 

towards funding further arts and community projects in the area) and stayed the night 

there as one would in a normal hotel. Former residents made up the workforce. A deal 

was done with a local hotel offering breakfast for Hotel Ballymun guests. A 

programme of seminars, music and various other social events ran concurrently with 

the project in the 'hotel'. The project proved extremely popular, and the rooms were 

booked out shortly after going live. Nolan originally wanted to provide a platform, a 

place without judgement or prejudice, a space where the participant could make up 

his or her own idea of what Ballymun was. He did not sanitise the flats; instead he 

used what was already within the space and allowed locals and former residents their 

141 
The flats in Ballymun became emblematic in Irish society, frequently featuring on 

news reports and programmes about social problems and drug use. 
142 

Seamus Nolan, "Hotel Ballymun", Breaking Ground, YouTube, 18th December 
2008, https ://www.youtube.com/watch ?v=9vcrdO P6X _ s&spfreload= 10, Accessed 
16th June 2014. 
143 Nolan, as above. 
144 Seamus Nolan, Homepage, www.hotelballymun.com, 
http://www.hotelballymun.com/home.php, Accessed 16th June 2014. 
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own voice in what it was, and what it could be. Nolan did not dictate the aesthetic of 

Hotel Ballymun either; instead, he allowed the fonner residents to create their own 

vision of what they wanted it to be, as they made the furniture themselves from what 

was found in in the building. By creating the furniture for the hotel and participants 

by using materials found on site, the participants had the opportunity to form their 

own experiences of the tower blocks and what they meant. In Nolan's own words: 

"Everyone has their own agenda and it's all about different perspectives."145 This is a 

participatory position. It allowed for insights and views (literally!) from the 

participants perspective, the both participant residents and guest participants. Nolan 

did not dictate his vision of what he thought Ballymun should be, or how it should be 

represented with the work. Instead, he allowed those resident within the area to create 

and represent their own experiences of the area, and their engagement with the 

process of the project without being exclusively introspective. The re-purposing of the 

flats, with the materials surrounding them allowed the participant to negotiate their 

own experience of the place, without being told what to think. It was a non

hierarchical, non-dictatorial position. 

The Elective II 

Its success also lay with the impermanency of the piece. The towers themselves being 

demolished, not having a permanent commemorative sculpture allows the area and its 

people to move on, without a permanent reminder of what was. Those who chose to 

could take part in the project, and those who chose not do did not have to deal with a 

permanent, physical reminder, allowing the place to move on and change without 

being tethered to its past by a permanent, public sculptural reminder of what was 

145 
Seamus Nolan as cited by Meg Duffy, "How Suite It Is", Hotpress, April 2007, 

Seamus Nolan Archive, NIV AL, unpaginated. 
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before. Participants engaged with the project as much or as little as they liked, 

embedded as it was within its context, time and space, key features of participatory art 

discussed in previous chapters. As with Stoneybatter River Walks, Hotel Bal/ymun 

could not have happened without Ballymun, its towers, its people, their specific 

histories and their stories. They made up the context of the piece, and the piece was 

contingent upon them, in the same way as the Dublin docklands and the participants 

in The Prosperity Project did. 

It could be argued that Hotel Ballymun suffers from a lack of political awareness, that 

it gentrifies and prettifies the reality of life in the tower blocks. But no attempt was 

made to hide the scarred and dilapidated nature of the tower block. The areas on the 

way to the hotel were left in all their ruined glory; pockmarked by years of neglect 

and trauma; abandoned, cold and empty after condemnation. It was undoubtedly 

celebratory in nature, but deeply embedded within the community, and, given the 

speed at which the rooms were booked out, bringing Ballymun out to the fore beyond 

the usual cliches for a short while. It brought out a new narrative of the place, a 

different perspective, one owned and shared by the community. The event brought the 

visible and invisible together in a careful, and considered way. 

What both Hotel Ballymun and especially The Prosperity Project have in common is 

the electivity of their audiences. In contrast to sculptural monuments, participants 

choose to be a part of both projects. They booked a room in Hotel Ballymun or a 

place at the Prosperity Project. This act of choice or electivity is crucial to the work. 

The community both works happened within chose to be a part of it or not, and both 

pieces were the result of working collaboratively with other artists, thinkers and the 
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community within which they happened. They are results of a process of extensive 

negotiation with a community and an area, a participatory process, and the 

participants in the resultant work elective, as participants chose to participate or not. 

They are responsive, temporary works, reacting to the social conditions of their 

locations as temporary interventions in the space, embedded completely in that 

particular space and time, and community. They crucially operate within, not without. 

The public is not assumed to be one conglomerate body, but instead a number multi

fractured and fragmented bodies, and always in relation to themselves and the space, 

community, time, and conditions they find themselves within. These are the 

conditions participatory public art can be understood through Jean-Luc Nancy's idea 

of the singular plural. 

Being Singular Plural 

Nancy's being singular plural is a theory or concept that obliterates the Other, that 

places each and every one in permanent contingency with each other. It ultimately 

hinges on the notion that the singular and plural are absolutely equivalent, that: 

"Being is singularly plural and plurally singular."146 Neither state is primary, so 

therefore the 'I' does not go back to a primordial 'one', an entirely singular being, in 

relation to nothing but itself, nor do a collection of 'I's' come together to form a 

whole and conglomerate 'we' plural. Instead, as neither is primary, each 'I' exists in 

relation to each other 'I', not an Other, but each other, so that being is indivisible from 

each individual self: "A singularity is in-dissociable from other singularities."147 

Being part of a group does not define the participants; instead, it is one of many 

146 Jean-Luc Nancy, Being Singular Plural, Stanford, Stanford University Press, 2000, 
Pg. 28 .. 
147Nancy, Pg. 32. 
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constant states borne out by a participant at any one time. They can simultaneously 

retain their individual identity and agency by being part of a group but not being 

defined by it. Thus Nolan's approach to the commission of Hotel Ballymun 

demonstrates this clearly. Nolan did not perpetuate the stereotypical image of 

Ballymun with the piece. Instead, he gave residents and participants the opportunity 

to form their own opinions of the area and the towers. By facilitating residents 

repurposing of found furniture, not prettifying the flats or smoothing over the cracks, 

he left participants, residents and the towers themselves to represent their own 

realities of the area, and their own experiences of the place. As mentioned previously, 

it was a communal effort, with no one element defined by their participation. They 

were as free to make or create something as they pleased, to participate as workers or 

guests as much or as little as they pleased. It broke down the boundaries between 

creators and participants and al lowed all those who took part to author their own 

stories of the piece without being defined by it, or defining Ballymun itself. 

Being does not pre-exist the singular plural. There is nothing before the singular 

plural only the singular plural. As there is no original one, or 'I' or one state of being, 

everyone and everything exists in relation to each other without preference or 

precedent. The only state of being that can or ever has existed within Nancy' s 

paradigm is that of the singular plural; the 'I' amongst other 'I's. What exists now co

exists with what is already extant, and is therefore immediately singular plural. There 

is only the difference between your own body and other bodies, your 'you' and other 

'you's' , your 'I' and other 'I's'. That is all there can ever have been. This is being 

singularly plural. The individual cannot be separated from the communal, and neither 

is primary; one does not come before the other. They exist together, always together 
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and cannot be separated. But they are not defined by each other. Therefore being 

cannot be either singular or plural, but only both, at once. 

Nolan' s perspective on Ballymun is an excellent example of this. Instead of using the 

traditional media trope ofBallymun and its people as a troubled and disadvantaged 

whole, he offers the residents themselves the opportunity to share their own, 

individual perspective on what the towers meant to them. By collaborating with the 

community with furniture from around the whole building, instead of preserving a flat 

in its original state, Nolan does not define the residents as one. Instead, they create a 

new idea of what it meant to live there, by not presenting their own personal 

experiences, but instead combining the detritus of what was left behind, and leaving it 

open and indefinite as to what it could be. The participants were not defined as simply 

just as Ballymun residents, but instead as individuals who worked with their 

experiences of having lived there. They were residents of Ballymun, but not defined 

by it. As mentioned previously, Nolan operated from the idea that "Everyone has their 

own agenda and it's all about different perspectives."148 The guests staying at Hotel 

Ballymun are also afforded the opportunity to take part in something that is open, and 

allows them to create their own perspectives within the work, instead of presenting 

them a pre-formed, fully loaded idea of what Ballymun as an area is, or what life in 

the flats was like. The up-cycled furniture, the resident staff - the whole project was 

co-ordinated with a community, the re-fashioning of objects already found in the 

tower offering the former residents a chance to get their voice across to those outside, 

coming to stay without dictating their own perspectives either by offering a flat 

memorialised and left exactly as it was for example. They all contributed as 

148 Seamus Nolan as cited by Meg Duffy, "How Suite It Is", Hotpress, April 2007, 
Seamus Nolan Archive, NIV AL, unpaginated. 
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individuals to the piece, with no one identity, no singular in the Nancian sense 

indivisible from a whole. Equally there is no 'whole' defining the singular either. It is 

not an all-encompassing and defining plural, but a shifting and mutable one. 

Nancy points out in his theory that in Latin the term 'singuli', is already plural. It 

assigns each one to being one by one, one alongside one, one in relation to one, one 

singularly, and uniquely itself, but not divisible to itself: "The singular is primarily 

each one and, therefore, also with and among all the others. The singular plural." 149 

The singular is defined as a single in relation to a whole, your body in relation to 

other bodies. This sharing, this coexistence, is the essence of Nancy's concept. The 

world does not exist outside existence. It does, however, imply a plural from which to 

be singular from. This distinction marks a plural that has to be drawn from singulars, 

each different and distinguished from each other by their singularity, or difference. 

Yet it is this very singularity that makes them plural. They are all singularly different, 

and therefore together in their difference. They are being singular plural. 

For example, the participants in Jones's Them and Us: A Performative Reading of the 

Financial Crisis were each given their own, separate characters and identities in the 

packs given to them at the start of the piece to perform, but each character was an 

intrinsic part in the reading. They were not separate and isolated from each other 

within each character, but instead their commonalties and differences were played out 

communally within the script. All participants were given the same warm up, the 

same reception and treatment within the piece, the same incitement to respond, but the 

freedom to build their own selves within it. Their identities within and without the 

149 Nancy, Pg. 32. 
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piece were not subsumed by it, it did not speak as a composite for the group, but 

instead the participants spoke individually from within it, performing the pieces, as 

singular beings plurally. Their selves or singularities were not subsumed or assumed, 

but instead allowed the option to wander freely into and out of a framework, a 

plurality. They were not defined by this group, instead it was a motile and individual 

thing, as with The Green Machine Bicycle Tour, which moved as a group but on 

individual vehicles, bicycles being vectors of transport and therefore possibility, a 

possibility limited only by the rider using it. Jones and Boal designed a route for the 

tour to take, allowing each self (singular) to uncover the area, what was going on in it 

and the changes happening within it as a plural, a plural to critically respond with, but 

not as. The participant is positioned as a part of something, but not defined by it. As 

transient pieces, the individual events of The Prosperity Project allowed the 

participant the freedom to locate themselves within the piece, but not in opposition to 

those who did not take part, or did not see or participate in The Prosperity Project. It 

does not set itself up as a whole solid in opposition to its surrounds, but instead, as 

another layer of narrative experience in the area. There was so singular voice from 

which an 'other' could form against, or to. It did not 'other' itself against the area, 

instead it took place with the area and its community. Both Hotel Ballymun and The 

Prosperity Project are elective processes, a part of the individuals that took part, and 

the area it happened within. They were not set up as an alterity that happens to a 

place, but instead becoming part of the place, another chapter in the narrative of the 

area. 

There is no singular alterity in Nancy' s singular plural either. Each 'I' stands in 

relation to itself, and every other self. It is the primacy and importance of this relation 
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rather than the importance and primacy of the Other that allows Nancy to obliterate 

alterity or the Other. In other words there is no foreign, exterior, 'Other' in Nancy's 

singular plural. Instead, every 'one' is other. Every single ' I' is an Other. As no one 

belongs to or is defined by any one group, everyone instead makes up a transient part 

of many groups, this gives no one person, group or individual anything to ground 

themselves against. There is no one 'global' (defining, solid, coherent state or group) 

as Nancy calls it for the 'fundamental' (the Other as defined as being outside the 

global) as Nancy describes it to compound itself against. Therefore there can be no 

alterity, no Other. No one is left apart or separate: "The singular is primarily each one 

and, therefore, also with and among all the others. The singular is a plural." 150 

Hotel Ballymun was not an object just dropped in Ballymun, isolated within its own 

context, permanently. It sat within the ever-evolving situation it was set within, and 

effaced by the changing context of the place it happened in by its impermanency and 

the demolition of Clarke Tower. Instead, Nolan worked with the residents in the 

community, with the materials found within the flats themselves, with the area as a 

part of it. It functioned as a more dialogical engagement that sits within the 

mythology of the towers themselves, ephemerally, as only publications and 

documentations remain. It did not set itself up as the ' global': a single, solid art 

object, within which all meaning resides, but happened with the community, within 

the area, providing no 'global' from which a 'fundamental' could operate against. 

Hotel Ballymun was the result of a conversation with a place and it's people. To quote 

Nolan on the work again, "everyone has their own agenda and it's all about different 

150 Nancy, Pg. 32. 
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perspectives."151 He allowed each perspective in the work, without dictating any one 

position. The work was created dialogically, with a community, in a community. 

Transience 

Another important aspect of Nancy's being singular plural for this discussion is the 

idea of the singular as an event. As discussed before, a singularity does not exist 

outside being. It is not a being or a self in relation to itself, it is a self in relation to 

being, as we can only 'be' in each instant, one after another, each moment in relation 

to what preceded and followed it. Being takes place in each and every instant of 

singular plural existence, which opens up the idea of the singular as an event. This is 

the only way a singular can be divisible; it can only be divided up into a series of 

singular occurring in relation to each other. Each relation making up an instant, each 

instant making up existence: "The essence of being is the shock of the instant."152 

There are no divisions between the singularities in time however. The 'essence' 

constantly effaces itself, one instant being replaced by another, disappearing in time, 

and occurring concurrently with itself perpetually, just as pieces like Hotel Ballymun 

and The Prosperity Project are effaced by time and mobile communities and the 

changing face of the space they were located in. They reside as part of the mythology 

of the space they happened within, and the people who experienced them. They are 

transient interventions in an area, part of the Ranciereian aesthetic of their respective 

areas. The Nancian essence also shows itself, happens and dispossess itself of it's own 

singular plural as it cannot be separated into singular instances, as there are no lines to 

be drawn; there cannot be. How can one separate a moment, in a constant stream of 

moments? Where can one draw the line? One cannot. One cannot separate an instance 

151 Nolan, unpaginated. 
152 Nancy, Pg. 33. 
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of singular plurality from its singular plural. Being is contingent, contingent upon its 

singular plurality, therefore all is contingent on all: "Being is not without being." 153 

This contingency is a key element of participatory art. You cannot separate any 

participants experience from the piece, and you cannot separate the piece from the 

participant. The whole process of participatory art, the open negotiation that occurs 

with each element of it (the artist, place, participant/audience, the materiality of the 

work) is what constitutes the work. It is a series of instants that occur together, 

deliberately in each piece. Participatory art is ultimately contingent, and it is this 

contingency that makes up its content. 

The temporary nature of participatory public art is also important. It happens within 

the vernacular of ones experience of the world, an instant amongst instances, 

happening within the form of its own time, and re-occurring as a memory tempered 

by further experience. It does not happen repeatedly the same, in the same space, as a 

perpetually unchanging monolith, commemorating what has already past, with no 

reference to the now, over and over again as a more permanent type of work does. 

Hotel Ballymun and The Prosperity Project both involved the local community from 

the beginning to the end of the project, and took the participants on as collaborators, 

co-creators (in the case of the furniture and fittings for Hotel Ballymun, as performers 

in Them and Us: A performative Reading of the Financial Crisis, eaters in LAND, a 

moving cyclist collective in The Green Machine, as part of The Prosperity Project.) 

and looked at more sensitive, reflexive, and reciprocal ways of working with an area 

and a situation. The participants and their contingent situation are assumed to be a 

153 Nancy, Pg. 38. 

107 



many faceted thing, a motile and shifting self in relation to the work, and world. It is 

assumed participants are singular plural in The Prosperity Project and Hotel 

Ballymun. They are given space to become the narrators of their own experience of 

the work, not dictated to from a high by an expansive, uncompromising, unavoidable 

monument. 

Art as experience is a key element of participatory art. It is also gaining traction 

within some city council commissioning boards. Public art can now be something 

other than a statue, or a replacement for social services (witness the explosion of 

murals and mosaics enacted in the 80s and 90s in the name of public art). It can be 

participatory. It is being commissioned on its own merits, not dropped on a site with 

no reference to its locality, only to become a marker, a kind of street furniture. As 

artist Jochen Gertz, a prolific German artist and producer of many public artworks 

stated: "The most remarkable thing about monuments is that no one ever sees 

them."154 Instead public art commissioners are approaching the public as multiple, 

fractured, beings, the public as a singular plurality as opposed to a faceless mass. 

Commissioner for Dublin City Council Ruairi O'Cuiv is an adamant supporter of a 

more participatory model of public art: "It is literally impossible, or a huge challenge 

to make a monument that is totally inclusive."155 Taking the public as a whole, as a 

mass, is not viable anymore. As the examples discussed have shown, one single 

monument cannot address the public as a whole. 

154 Jochen Gertz, cited at "Jochen Gertz: Participation, Commemoration and Public 
Space", Symposium at the Irish Museum of Modem Art, 14th November 2014. 
155 Ruairi O'Cuiv, Interview with the author, 25th August 2014. 
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The audiences for Hotel Ballymun and The Prosperity Project were elective, and as 

such chose to be there and participate. The artist facilitated the experience, but the 

participants, by their presence completed the work by taking part, and performing it. 

The participants could chose the level they wished to enter into and be a part of the 

work themselves, as opposed to being confronted by a solid object. The artist is the 

facilitator of the experience, and necessarily the creator of the event but crucially 

none of these participatory public art events are the product of a single artists' 

working alone. The work is created in relation to other people all the time, as both 

Seamus Nolan and Jesse Jones worked collaboratively and extensively with other 

artists, writers, thinkers, curators and members of the community. It can open up the 

possibility of operating a re-distribution of the sensible in Ranciereian terms, with 

everything having agency and involvement in the aesthetic of the piece. Hotel 

Ballymun and The Prosperity Project were always in negotiation and in conversation 

with and between people, from their very inceptions. Jones's elective, research based 

collaborative practice, and Nolan's practice that "Investigates the relative value of 

objects and social processes as they appear within different economies and 

contexts"156 are evidence of this. Both artists prioritise the reciprocal, the more 

emancipatory and relational rather than object or purely aesthetic outcomes. But the 

relational as a local, specific and critical thing, not relational merely because of 

proximity, the relational for the sake of the relational alone. Both artists are concerned 

with the quality of that experience. It is not a replacement for social services, or 

outreach facilities, or social architecture, but instead provides a critically engaged 

experience, meaningful and relevant to the participants, collaborators and community 

the work operates within. For Jones, The Prosperity Project was about: "making 

156 Seamus Nolan, www.hotelballymun.com, 
http://www.hotelballymun.com/artist.php, Accessed 22nd June 2014. 
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connections ... and trafficking those relationships as a form of prosperity" and 

"ventilating research."157 With Hotel Ballymun, Nolan wanted to present these private 

spaces in a public way to address and interrogate the idea of what Ballymun was, is 

and what it is to become. He executed this with a temporary, participatory approach to 

bring people out into the community for a specific, local engagement. Nolan wanted 

to aspirate the experiences of the towers former incumbents, and use that as the 

starting point. By bringing their own individual experiences and voices as people who 

resided in Ballymun, not the prejudicial media image of troubled youths, criminals 

and drug users, addressed always as one group, with one identity. Instead he worked 

with the residents as singular plurals, not one conglomerate group, and established 

connections with others they would not have normally come across, to deal 

reciprocally with the situation they now find themselves within. 158 This then becomes 

part of the participants being (as singular plural beings), of their own volition, 

spreading the collective trauma of demolition out beyond a marginalised community 

into a greater collective conscious without patronising or ' intruding' on people who 

lived in those spaces. He treated the former residents as equals, not privileging 

himself as an artist above them by exoticizing or fetishizing them or their situation by 

freezing their homes in time, and thus setting up a confrontational Other. 

However, the permanent and monumental public sculpture has a long history, 

particularly in Dublin. The city is full of statues, and there is a vocabulary there for 

that kind of object. Undoubtedly, another benefit of an object is its wide reach; locals 

157 Jones, "The Prosperity Project: Jesse Jones", published by Create, Vimeo, October 
2013, http://vimeo.com/75956713 accessed 29th October 2013. 
158 Seamus Nolan, "Hotel Ballymun", Breaking Ground, YouTube, 18th December 
2008, https://www .youtube.com/watch?v=9vcrd0P6X _s&spfreload= 10, Accessed 
16th June 2014. 
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and visitors to the area cannot fail to see and experience the piece. More people have 

experienced The Spire than The Prosperity Project for example. However the quality 

of engagement with The Spire is questionable, as, like other monolithic public art 

sculptures, it ceases to function as an art object, and instead becomes a marker, a 

tourist attraction; street furniture. The monument of public sculpture approaches the 

audience from one point of view, as one single thing, whole and solid, as opposed to 

starting a conversation with a disparate and multiple singular plural public as Hotel 

Ballymun and the Prosperity Project do. The public cannot be addressed as a whole 

anymore. Each individual is a many fractured being, stabilised and destabilised by 

what surrounds each one, existing as existence, constantly re-calibrating themselves 

against each other in a singularly plural process. The lavish banquet at Jesse Jones's 

LAND or the roles played by the participants in the performative reading in Them and 

Us: A Performative Reading of the Financial Crisis makes for an embodied, physical, 

mental and emotional engagement with each other and the work. It was elective, and 

each participant came with their own experiences and created a new narrative of 

place, time and sharing. They made the work by their presence. The pieces would 

have failed without presence. As an event taking place within a series of events (being 

singular plural) the temporary, event based nature of The Prosperity Project and Hotel 

Ballymun and occurs within and as part of a constantly shifting horizon, one in which 

a static, solid, un-elective object ultimately becomes window dressing to everyday 

experience. 

Instead, projects like Jesse Jones' s piece and Hotel Ballymun live on within people, in 

the skills participants learned in the workshops with Seamus Nolan, memories of 

music nights in the tower or what the experience of participants of Jones's 
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interrogation of what prosperity means in a post boom Ireland in the Prosperity 

Project. Participatory public art is a dialectic, a conversation that never stops 

happening, living on and going on within each participant amongst the background of 

their own experiences, creating a temporal thread between people, a narrative of 

choice based on common interest and curiosity, rather than location and proximity. 

Both Hotel Ballymun and The Prosperity Project are the products of a younger 

generation of artists (those who graduated 10 years ago or less and who have been the 

subject of this thesis so far), who work collaboratively. All of the participatory works 

mentioned in this thesis are based around collaboration. Collaboration is the material 

of this work, it is the catalyst around which it happens, and it is this I will deal with 

this in the next chapter. 
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Chapter 5 

COLLABORATION 

In this chapter I discuss the issue of collaboration in relation to participatory art. I wi11 

examine the different levels of collaboration that occur within this practice, and how 

they operate. I look at artists' Clinton and Moriarty, introduced in Chapter 2. I analyse 

how their collaborative working relationship affects the kind of work made, and argue 

that it creates a participatory art, an open and dialogical practice that operates in 

collaboration with each of the elements that make it up; the space it finds itself within, 

the participant, the artists themselves and the work itself. I take two shows as 

examples of this. Firstly, Clinton and Moriarty's solo show Territory of Strangers, 

which ran from the 3rd to the 4th of May 2014 at Broadstone Studios in Dublin. I 

examine Territory of Strangers through the principles of Jean-Luc Nancy's being 

singular plural, how space forms part of the singular relationship with the world, and 

consequently collaborates with both space and participant. The second show is a 

group show, Amid the Deepening Shades, which took place between the 19th October 

2014 and the 16th November 2014, curated by Clinton and Moriarty in the Deer Park 

Hotel at Howth, Co. Dublin. I examine collaboration between artists and space, and 

also Ranciere's ideas of equality and hierarchy, specifically his idea of distribution of 

the sensible. I discuss how Amid the Deepening Shades can be looked at as re

distributing the sensible. I also explore the phenomenological aspects of this 

collaboration between space, participant and the work, and, whilst I do not deal 
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explicitly with phenomenology, it is a component of this experience and briefly 

discussed. 

Collaborative Practice 

Collaboration is the axis upon which this kind of work turns. It cannot operate without 

it, as the openness that comes from working in this plural kind of way allows multiple 

points of entry into a piece. Indeed it is this that makes it ultimately participatory. I 

analyse how the roles of artist, curator and participant are reconfigured into a 

collaboration rather than as elements separate from each other. The traditional lines 

between space, curator (or institution), artist and viewer are eroded by this type of 

practice, and blurred instead into a series of constantly evolving relations. Relations 

between those involved in the making of the work and those receiving it, developing 

from something that happens to a participant, to something that happens within the 

participant, and between them. From something that happens with a space as opposed 

to a space. It is a continuous process, started by the artist and resolving within each 

participant. 

Collaboration comes form the Latin 'collaborare 'which means to work together. 

Whilst collaboration is the act of coming together to make something, it is also 

something that continues to happen within a participant. Nancy's singular plural 

demonstrates that there is no point at which the individual, or the singular, begins or 

ends individually; instead it is part of a greater whole, but not defined by that whole. 

Therefore it continues to happen, alongside other singularities, with no defining line 

of beginning or end between them. Once a participant has experienced the 

participatory work, it continues to act within them, as opposed to act upon them, as it 
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happened with them not to them, and as such the work does not stop at its materiality. 

This is what collaboration is. It is the action of participatory art. 

Emergent participatory practice in Ireland is not the product of the single artist, alone 

in their studio without any contact with other art, artists or public. There is a public in 

the work from its very inception, by virtue of the fact that this new generation of 

artists work together more, as in the case of Clinton and Moriarty, or in studios with 

no walls delineating individual practices as in the case of Basic Space. The work is 

never the product of just one single vision, but a co-operative effort brought about 

through a process of collaboration. As Hannah Fitz (founding member of Basic 

Space) states, in Basic Space artists are: "trying to find ways, almost theatrical ways, 

to get those works to interact with each other."159 

Collaboration is a key factor in participatory art. It is the axis upon which this kind of 

work turns. It cannot operate without it, as the openness that comes from working in 

this plural kind of way allows multiple points of entry into a piece. Collaboration 

permeates the whole of participatory art. With artists such as Clinton and Moriarty, 

collaboration is obviously a large part of their practice. Their practice is built out of 

"research, conversation and exploration."160 The conversational is significant. It is a 

two-way method of communication. One must collaborate with one's partner in order 

to have a conversation, and in the same way the work becomes a conversation with 

the participant: "An in-built criticism develops and informs the work where each 

decision is carefully deliberated through an ongoing discussion."161 This 

159 Tuomey, with the author. 
160 Niamh Moriarty, Email to author 26th November 2014. 
161 Niamh Moriarty, Email to author. 
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discursiveness 162 is key to the work. The conversations and discussions become the 

collaboration, and as the work happens to the participant, the participant becomes a 

collaborator in the story, a part in the conversation. 

Territory of Strangers, 2014, and Being Singular Plural 

Clinton and Moriarty's show Territory of Strangers, which ran 3rd to the 4th of May 

2014 (Fig. 18 and 19), fanned part of collaborative artists' Rob Murphy and Lily 

Cahill's residency at Broadstone Studios.163 It is another example of how the 

discursiveness that comes with working collaboratively happens. It took place at 

Broadstone Studios in Dublin and was the first installment of the work that ultimately 

culminated in Amid the Deepening Shades. The artists spent a year working with and 

researching Howth Head, uncovering stories of pirate queens, murder mysteries, 

shipwrecks and other tales from the tip of the peninsula; shrouded in the mist and fog 

of times past and stories told and untold. The artists sought to reveal the hidden life of 

the headland, to re-distribute the sensible of the area's history and myth, to explore 

the riddles of the semi wild environment, and the incongruous presence of the 

abandoned Deer Park Hotel. The fonner hotel is sat by a quirk of geography in 

splendid isolation atop a sharp, steep hill in a suburb of the largest and busiest city in 

Ireland. The place is crisscrossed by a multitude of hidden paths; most overgrown and 

on the edge of wilderness, almost claimed by the profuse rhododendron bushes that 

162 I take discursiveness in this instance to be the fluid and expansive exchange of 
ideas and communication, an openness to a conversation that does not end with the 
material realization of a piece of work. 
163 Cahill and Murphy (who themselves have a collaborative practice) decided to 
curate a series of shows for their residency, at the invitation of Broadstone Studios. 
They held the show discussed here, an exhibition of their own work and a solo show 
by Hannah Fitz for their residency. 
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Figure 18, Ruth Clinton and Niamh Moriarty, Territory of Strangers, 3rd 
- 4th 

May 2014, Broadstone Studios, Dublin. 

populate the headland. 

The show took the form of a tour of the whole building of Broadstone Studios. Works 

spread throughout the building, beginning with a photovoltaic164 labyrinth in the 

gallery, a projection onto a bath of milk in bathrooms, a vivid video of undergrowth 

secreted in basement rooms and still photographs hanging intermittently like a rumour 

off the corridor walls. The participant was given a sheet of instructions upon entry to 

the exhibition, and then directed into the building. It began with a labyrinth in the 

gallery of the studios, the lines of which were delineated by small, smooth pebbles 

and stones lit by photovoltaic paint in the darkness (see Fig. 18). The pebbles had to 

be charged by turning on the main lights in the room every twenty minutes or so, the 

work literally charging off the space. Following the labyrinth, the participant was then 

instructed to climb the stairs and enter one of the bathrooms. The light was off in the 

bathroom, and the halfbath165 was filled with milk. A rolling excerpt of Franz 

Katka's 

164 Photovoltic paint contains light sensitive pigment that is charged by light, and then 
glows in the dark, fading until it is exposed to light again. 
165 Broadstone Studios was a retirement home for ' governnesses' before becoming an 
art stuio, and as such has many accessable bathrooms on every floor, indeed in most 
of the studio's too. Each bathroom features a sit in bath. www.broadstonestudios.com. 
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Figure 19, Ruth Clinton and Niamh Moriarty, Territory of Strangers, 3rd - 4th 

May 2014, Broadstone Studios, Dublin. 

Description of a Struggle, 1912, was projected onto the milk (see Fig. 19). A window 

on the back wall of the bathrooom was darkened with a spectrum behind the privacy 

glass. After this, the participant climbed more stairs onto the top floor, and was 

directed to a closed studio door, with a little light timber lat nailed across it, barring 

entry. The audio from a scene in Francis Ford Coppola's 1963 film The Haunted and 

the Hunted, which was shot on the grounds of Howth Castle, was playing inside, but 

the participant was barred by the wood from entering, only able to sit outside and 

listen to the sound of the scene playing out behind the locked door. The participant 

was greeted by only one half of an argument from a scene in the film. Participants 

were then instructed to descend the stairs to the basement into a small room where a 

projection of the undergrowth in Howth was displayed where the window should be. 

The walls throughout the show were hung with old newspaper articles of strange and 

unexplained occurrences at Howth Head, interspersed with shots of the pathways 

hidden and overgrown with rhododendrons. The overall effect was one of serene 

strangeness and a subtle, creeping bizarre, which permeated the whole being. It set the 

participant slightly off kilter, but only in so far and as much as the participant was 
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willing to collaborate with the levels of curious myth and mystery within the piece. It 

was a collaborative piece, the participant was invited to enter into Clinton and 

Moriarty' s off-kilter vision as much or as little as they chose to, activating the work as 

in the case of the labyrinth, collaborating with the space in situating themselves in the 

bathroom to read the scrolling text on the bath of milk. There was no line drawn 

between fact or fiction in the stories told throughout and with the show. The 

participant had to collaborate with it instead to form a new layer of narrative with 

what was sensible to them, and in this act making the show itself happen. 

The exhibition worked on as profound or as superficial a level as the participant was 

prepared to enter into it. It had a pervasive dreamy aesthetic that spread throughout 

the space, over the whole building. It transformed the show from a static display of 

objects into a real, live journey through a space guided by an unreliable narrator, who 

stood on the boundary between tmth and fantasy. It was a series of relations selected 

and offered to the participant, from times past and their own time. The unreal banality 

of existence posited by the show, and the cool opalescent milky-ness of the Kafka 

piece further removed the participant from their own reality, into one shared by an 

unknowable amount of others (present in the legends of the stories told in the work, 

and in the newspaper clippings bung on the walls of the building). Also the labyrinth, 

being in the dark and requiring some concentration to navigate, singularly or as part 

of a group, focused the participant away from the reality of the outside. Was it day or 

night? Light or dark? The attention required to negotiate the tiny pebble walls of the 

labyrinth produced a feeling of dizziness almost in the participant. The effort of trying 

to keep within the small paths of the labyrinth, by concentrating on the singularly 

disorientating fluorescence of the photovoltaic pebbles, disorientated the participant 
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in contrast to the almost total darkness of the room. The dim luminescence of the 

pebbles gave a soft depiction of space, and gently ruptured the confines of the gallery, 

balance, space and time temporarily. 

The labyrinth placed an extra consciousness upon the corporeality of the participant. 

It enhanced the sensory real-ness, the physical relation between the participant and the 

world. Nancy's idea of the impossibility of isolation, or a singular without reference 

to a whole or plural certainly rings true for this show. It was impossible to be alone 

within it. Each piece of the show combined to create another possibility, even the 

location of each piece alone gave rise to this possibility. For example the audio from 

Coppola' s Dementia 13, played outside a locked door, suggested the possibility of 

something happening within the room, outside the participant, but the volume of the 

piece positioned the participant as an eavesdropper, listening in to something they 

maybe shouldn't, a clue to the rest of the show. It allowed their singular to collide 

with the plural of the excerpt. By reinforcing the isolation of the place (Howth Head), 

by focusing so much on the participants physicality in the space, the participant was 

immediately plural, unavoidably so. Each and every being was immediately plural 

and indeed is. It is plural by the very nature of existence, as the social is a given, and 

each 'one' only occurs in relation to another 'one' ah infinitum. As Nancy states: 

There exists something ("me") and another thing (this other "me" that 
represents the possible) to which I relate myself in order for me to ask myself if 
there exists something of the sort that I think of as possible. [ ... This when] 
along with the real difference between two "me's" is given the difference 
between things in general, the difference between my body and many bodies, 
[i.e. the existence of something other than me (which is already more than 
one)].166 

166 Jean-Luc Nancy, Being Singular Plural, Stanford University Press, Stanford, 2000, 
Pg. 29. 
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The thing is the difference between your body and other bodies. This is the possible. 

It exists after the real, given than being is immediately plural by the fact of its 

existence amongst other existences. There is no isolation according to Nancy, the 

social is a given. Territory of Strangers expanded this possibility of the real, and 

exposed the difference between each body (or singular plurality) by evoking their 

singularity. This brought it into sharp contrast with the reality of being singular plural. 

The work happened within the participant. As it focused attention on an invisible, 

possibly illusionary reality it asked the participant to collaborate on the journey of the 

experience, to become the author of his or her own version of the story. 

As discussed in Chapter 4, being is primary, there is nothing before being singular 

plural (no singular or original state of being that then becomes plural, or happens in 

relation to others), only singular plural (both happening concurrently, always, with 

neither being the primary or initial state, as they are indivisible from one another), so 

this is the only reality, the relational. And the stuff of relations is the sensual, the 

physical and mental collisions of each 'me' with another or itself. What marks this 

kind of work apart is how it pluralises art materially and aesthetically. This does not 

mean that all art is plural. Instead it means art that is made collaboratively, has existed 

in many singular pluralities, and, as a consequence, becomes more open or dialogical, 

as it exists primarily from the relational, the plural. The artists' strategies in bringing 

the work into being are therefore coming from a more democratic perspective, as it 

has been in conversation since its inception. It is an open process. Whether the 

participant chases to take part in that conversation or not is up to each participant 

themselves, but the work is initiated from a more democratic space. 
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The Phenomenological 

This kind of participation is ripe for phenomenological interpretation. By making the 

participant move around the space/site of the show (the whole of the building in the 

case of Territory of Strangers}, and each piece within it, Clinton and Moriarty provide 

a phenomenological experience for the participant. The self depicted in this work is a 

self adrift in a world of sensory experiences, a permeable membrane between man 

and the world. Phenomenological philosopher Maurice Merleau-Ponty stated that 

' Space is no longer an object of vision but an object of thought,' 167 and that: ' .. . there 

is no inner man, man is in the world, only in the world does he find himself. ' 168 By 

providing the participant with an experience and acting as the conduit to discovery of 

a hidden and mysterious world beneath the surface, Clinton and Moriarty are placing 

the participant ' in the world', and allowing them to find themselves within it, almost 

revealing the participant to themselves through the work. This has obvious links to 

Ranciere' s emancipated spectatorship, in that the work does not dictate meaning to 

the participant, but instead allows the participant to find his or her own truth or 

experience within it. Clinton and Moriarty are revealing what is already there. Their 

work goes beyond the one way street of facile interaction; it engenders a temporal 

engagement, opening up layers of narrative within the participant of place, myth, and 

possibility, on top of the works inherent sensoriality. Merleau-Ponty rejects this idea 

of ourselves in the world as separate from each other and the objects surrounding us. 

He also dismisses the idea of the ' essence' of things, of looking at something and 

167 Maurice Merleau-Ponty in Texts and Dialogues on Philosophy, Politics and 
Culture, edited by Hugh J. Silverman and James Barry Jr., Humanity Books New 
York, 1992, pg. 80. 
168 Maurice Merleau-Ponty as cited by Stephen Melville, "Phenomenology and the 
Limits of Hermeneutics" , edited by Mark Cheetham et al, The Subjects of Art 
History. Historical Objects in Contemporary Perspective, Cambridge University 
Press, Cambridge, 1998, pg. 145. 
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seeing it as definite in its selfhood, for example seeing the colour red as a separate and 

whole thing by itself, instead of being offered up as part of the observers existence, 

and congruent with it: 

When I am aware or sensing, I am not, on the one hand conscious of my state, 
and, on the other, of a certain sensuous quality such as red or blue - but blue 
or red are nothing other than my different ways of running my eyes over what 
is offered to me and of responding to it's solicitation.169 

Merleau-Ponty experiences "a segment of the durable flesh of the world." 170 Territory 

of Strangers is such a successful piece as it peels back the layer of existence and 

allows the participant to appreciate the 'flesh of the world' in a way they ordinarily 

may not. 

This phenomenological engagement is the sensory transaction of Nancy's being 

singular plural, the possibility as discussed previously. As the space, site and the work 

have equal agency in the piece, with no one element having primacy - that is the 

building and architecture of Broadstone Studios had as much import in 

communicating the meaning of the show as the objects themselves. This is a 

collaborative act between each of these elements, and, subsequently, between each of 

these elements and the participant. Each constituent part of the piece, the works 

themselves, Howth Head, Broadstone, all collaborate to convey meaning in the show. 

That the work is created with the audience primarily in mind opens it out further, as 

the audience participation is the final act of collaboration in the work, something I 

will discuss in greater detail later on in this chapter. 

169 Maurice Merleau-Ponty, as cited by Dermot Moran, Introduction to 
Phenomenology, Routledge, New York, 200, pg. 421 . 
170 Maurice Merleau-Ponty, as cited by Dennot Moran, pg. 422. 
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Figure 20, Hannah Fitz, Standard Lamp, Stool, Jug, Bowl, Sculpture and Lamp, as 
part of Amid the Deepening Shades, Deer Park Hotel, Howth, 19th October -16th 

November 2014. 

Amid the Deepening Shades, 2014, and Ranciere 

Amid the Deepening Shades was a group show curated by Clinton and Moriarty, 

which took place between the 19th of October and the 16th of November 2014. The 

show was the culmination of a year of research they carried out in the Howth and 

Sutton area of Dublin. It was located in the closed Deer Park Hotel, an empty hotel set 

in a uniquely isolated location in the coastal village of Howth in North County 

Dublin. The hotel is completely obscured from the road and reached by a long and 

winding wooded driveway, surrounded by a golf course on every side. The driveway 

is only lit half way from the road, the remaining half-mile to the hotel is in complete 

darkness after dusk. It is an extremely remote setting within the city. The curators 

invited a number of artists to work alongside them and respond to the place at the 

empty hotel and its surrounds. Those artists were: Sally-Anne Kelly, Matthew Slack, 

Lilly Cahill and Rob Murphy, Ella de Burca, Hannah Fitz and Daniel Tuomey (both 
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Figure 21, Sally-Anne Kelly, The rocks and rocky shores, as part of Amid the 
Deepening Shades, Deer Park Hotel, Howth, 19th October -16th November 2014, 

detail. 

of Basic Space). The show also featured an evening of experimental music, and 

closed with a screening of Francis Ford Coppola' s Dementia 13, 1963, which was 

filmed on the grounds ofHowth Castle, located halfway up the avenue to the empty 

hotel. All the work, apart from Ella de Burca's piece Eblana (Sometimes It 's Like 

Being Trapped In A Snowglobe) 2014, and one of Matthew Slack's pieces, An Exact 

Vertigo A. off Seapoint, July 2014 (see Fig. 23), were made specifically for the site, 

although de Burca's piece is embedded in the area, as it was made with the fishermen 

ofHowth harbour. 

The work in the show formed a temporary, transient relationship with the hotel and its 

surrounds. Sally-Anne Kelly mixed moulds of local rocks found on the grounds and 

on the shores of Howth with tiny casts of her own body parts in her piece The rocks 

and rock pools of rocky shores (see Fig's 21 and 22), and left them scattered 

throughout the empty pool and the changing room in small mounds, placed 

throughout the hotel, from intimate corners to the wide open spaces of the changing 

rooms, the entrance, the shower areas, and the pool and its surrounds. Kelly's work 

taking on familiar forms (see Fig 21) fractured by body parts discretely placed within, 
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Figure 22, Sally-Anne Kelly, The rocks and rocky shores, as part of Amid the 
Deepening Shades, Deer Park Hotel, Howth, 19th October-16th November. 

appearing not quite real or unreal, having been rendered extremely accurately but 

sitting incongruously on the smooth tiled floor of an empty swimming pool. Daniel 

Tuomey's video Disappearances (see Fig. 23) was a video about language and words 

appearing in the everyday, a visual account of how the solidity and form of language 

intervene in life. It sat beside Clinton and Moriarty's meditative video pieces situated 

in the changing rooms on the way into the pool, charting a slightly altered view of the 

surroundings, and Sally-Anne Kelly's video exploration of clouds around the hotel. 

Rob Murphy and Lily Cahill's Excitable Boy lay in the sauna, shot in situ, beside 

another piece by Clinton and Moriarty, The Bloody Steamroom, in the steam room of 

the pool. Hannah Fitz's plaster coated sculptures (see Fig. 20) occupied the 

gymnasium. Everyday objects such as lamps, chairs and tables, were transformed by 

being plastered and joined by lengths of wood, slender and spreading out from their 

lamp bulbs like angular tentacles, with partly familiar shapes of tables, the odd chair 

leg and other objects trapped and almost unrecognisable within elongated, spidery 

plaster limbs, simultaneously speaking of a comfortable recognition (the lamps, the 
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wire and plugs recognisable underneath the plaster forms) destabilised by the spindly 

alien forms of the work. 

Clinton and Moriarty's own work was dotted throughout the show. A video of a 

purified toasting171 of the underground stream running beneath the hotel (The Bloody 

Stream) lay in the steamroom of the leisure complex, Bloody Steamroom, a 

photograph of a white barrel, reminiscent of a painterly moon, washed up on top of a 

cave on Howth head, in Cave, was positioned in the filter holes throughout the pool. 

The artists caught lightening striking over Howth head in a video called Storm

chasers and played it in the backseat of a car in the car park. Another piece referenced 

a lighthouse in the area. The lighthouse contains a fog detector, designed to shoot a 

laser out into the abyss when its sensors detect any precipitation or natural barrier, so 

the artists set of a series of smoke bombs along the beach beneath, in the hope of 

setting off the laser. A photograph of this intervention was pinned on the wall 

alongside a video projected onto the frosted glass of the mirrors in the changing 

booths beside the pool, featuring a magnifying glass slowly rotating in front of the 

massive lighthouse bulb. 

Matthew Slack's An Exact vertigo B. Clean Tiles (see Fig. 23) nestled within the 

fabric of the pool itself. The artist cleaned a number of tiles on the wall of the pool, 

the clean tiles visible after the settling of the eyes to the blue, mosaicked interior of 

the empty pool. His other piece, a bucket and rope, An Exact Vertigo A. Of!Seapoint, 

July 2014, sat balancing on the diving board above the pool. 

171 Clinton and Moriarty located an area within the grounds of the hotel where the 
Bloody Stream (and underground waterway) surfaced, collected the water, purified it 
and made a toast with it. 
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Figure 23, Matthew Slack, An Exact Vertigo A. Off Seapoint, July 2014, as part of 
Amid the Deepening Shades, Deer Park Hotel, Howth, 19th October - 16

th 

November. 

The work was 'site-responsive'172 and transient in nature. It took place in response to 

and with the site as opposed to being imposed on a site. It was contingent upon its 

surrounds, and existed only during the exhibition. There were no name plaques or 

titles delineating the work in the show (in common with group show Tonight, you can 

call me Trish discussed in Chapter 3), instead they all sat together, in conversation 

with each other, their authors undisclosed. In the press release the work is described 

as being: 

Like hotel residents separated by thin walls, the participants in this group 
exhibition are all alone together. Following divergent trajectories, works fill the 
recently emptied spaces of the Deer Park Hotel with visions of loss, physical 
residue, romance and indeterminacy, spilling into each other like television 
noise from the room next door.173 

Jean-Luc Nancy's idea of the being singular plural is relevant here again. The work 

did not come together as one, single conglomerate group. Nor did it come as separate 

and apart individual pieces, thrust into the same space but remaining rigorously apart 

172 Niamh Moriarty, Email to author, 19th November2014. 
173 Ruth Clinton and Niamh Moriarty, "Amid the Deepening Shades", Press release, 
Deer Park Hotel, Howth, 19th October-16th November 2014. 
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from each other. Instead, each piece (singular) sat, stood or perched beside the next, 

different in every way yet together (plural) in their engagement with the space and 

each other. Each piece collaborated aesthetically with the space. The work did not 

occur against fresh white walls, instead it sat into the untouched space, sitting in the 

nooks and crannies of the hotel in the architecture of the space, not set up against it. 

Nothing was moved for the show, or painted or cleaned up. Instead, it sat within, like 

Clinton and Moriarty's Cave, which sat in the filter holes of the pool, or Kelly's The 

rocks and rock pools of rocky shores which lay dotted unobtrusively about the space, 

or the video pieces which lay in the shoe storage area of the changing room, as in the 

case ofTuomey's Disappearances, and not sat on plinths. The hairdryers sat in the 

changing rooms around Kelly's video pieces, the car left locked and sitting in the car 

park with Clinton and Moriarty's Storm-chasers playing in the back seat. The work 

sat in the space, as part of it, not an imposition, collaborating with the space. Each 

individual piece made up the show yet was not defined by it. They stood 

paradoxically together, individually. There were no labels delineating each piece, no 

nametags for each artist. The work all sat together, "spilling into each other like 

television noise from the room next door" 174 distinct, different but came together and 

coalesced into a coherent whole, a whole of the hotel, Howth and its environs. 

Ranciere's thinking on the subject can be used to interpret the installation of the 

show: "[the modern aesthetic revolution] is also the abolition of the principle that 

separated the practices of imitation from the forms of ordinary existence."175 In this 

he means that the limits of what art can be are taken down, and instead, time and 

174 Ruth Clinton and Niamh Moriarty, "Amid the Deepening Shades", Press release, 
Deer Park Hotel, Howth, 19th October-16th November 2014. 
175 Jacques Ranciere, 2007, Pg. 106. 
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space, or the re-distribution of the sensible as discussed in Chapter 2, are the sites of 

experimentation. The distribution of the sensible is the laws governing what can be 

seen, and by whom. The work in Amid the Deepening Shades occurs concurrent with 

the space, converging with its surrounds, an intervention in the everyday existence of 

the hotel. There is no separation between ordinary experience and the aesthetic 

experience for Ranciere. Art happens as part of a disruption, a dislocation in the 

general or 'police' order of things,176 but not apart from everyday life. It disturbs an 

destabilises the accepted police order of existence, by virtue of the fact that it operates 

from within, not outside or on to the fabric of everyday, quotidian life. Amid the 

Deepening Shades took place within this framework, disrupting the everyday 

experience of the hotel, working with it instead of transforming it, although it can be 

said to be transformative in that it revealed narratives and layers to the hotel and the 

place previously unseen, and unknowable, once again operating a re-distribution of 

the sensible. 

A new subjectivity arises under these conditions, a space for disruption and dissensus. 

The work was situated in a way that it is looked through, dialogical and open towards 

the participant. It was not overtly different in the space. There were no plinths or 

frames. Instead, subtle interventions in the space occurred, like Matthew Slack's An 

Exact Vertigo B. 208 Clean Tiles. The piece was a series of tiles cleaned on the wall 

of the swimming pool, and almost imperceptible but for the gentle interruption of 

pattern to the eye. It disrupted the pattern and patina of the millions of other small, 

square blue mosaic tiles in the pool. It was a subtle but significant intervention in the 

176 The Police order sets the parameters of what can be seen, and by whom within the 
distribution of the sensible. It provides the rules and laws of the distribution in the 
distribution of the sensible. 
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space. The strict, geometric pattern of the pool-wall mosaic was disrupted by the 

clean tiles and consequently did not settle into an easy visual rhythm. For work like 

this, looking and passivity are not congruent with each other. 

The participant is not separate or apart from the work. The reality that is behind the 

image is the participant's reality, the works' reality, the spaces' reality, and the artists' 

reality. It is a converging of experiences that are not easily divisible from one another. 

For Nancy, being singular plural is contingent upon relations happening constantly, 

all of the time, and being cannot exist outside of this, but instead can exist in a series 

of consecutive moments. Ranciere separates the work from the viewer. He sets the 

participant up in opposition to the distribution of the sensible and it's many 

regimes. 177 

Participatory art does not have a police order178 for the participant to locate 

themselves against. It provides no spectacle; it is elective and therefore not foisted 

unwittingly upon the participant. It does not serve to overwhelm, it serves instead to 

enquire, question, and ask of the participant something about their environment or 

world that had not been seen. An unpeeling of a layer within their own existence. It is 

within this collaboration occurs. The participants bring their selves to the work and as 

such add another layer of narrative to the piece. The work is contingent on many 

levels. In Amid the Deepening Shades it was contingent upon the emptiness of the 

177 
Ranciere sets up the possibility of the distribution of the sensible, this work 

actualizes it. Also, given that Ranciere defines the aesthetic as the material stuff of 
life, he simultaneously sets it apart from the human (as discussed in Chapter 2), as 
opposed to Nancy who sets up the singular plural as the only state of being, 
containing everything within it. 
178 

The Police order sets the parameters of what can be seen, and by whom within the 
distribution of the sensible. It provides the rules and laws of the distribution in the 
distribution of the sensible. 
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Figure 24, Daniel Tuomey, Disappearances, as part of Amid the Deepening 
Shades, Deer Park Hotel, Howth, 19th October - 16th November. 

hotel the myths and narratives that surrounded this emptiness. Closed down since the 

I st of April 2014, Deer Park Hotel exuded an eerie stillness, a damp, unlived-in cool 

that pervaded the space. Occupied by only a handful of caretakers, the darkness of 

most of the hotel contradicted sharply with its role as a place designed to be full of 

people. It held an otherworldly quiet, standing as a monument to its own failure. This 

atmosphere gave the work an alluring quality, as it pulled the participant in, reflecting 

the remote coolness of the place. Works such as Sally-Anne Kelly's video sat in the 

changing room, beside unused hairdryers. The video was projected onto mirrors 

beside the hairdryers. In the piece, clouds hung too low and abundant in each video, 

but somehow subtle enough to make the participant question the truth of what they 

were seeing within themselves, having been subtly discombobulated by Tuomey's 

work and Sally-Anne Kelly's unexpected rocks and body parts in The rocks and rock 

pools of rocky shores. 

Ranciere contends that: "Artistic practices are 'ways of doing and making' that 

intervene in the general distribution of doing and making as well as in the 
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relationships they maintain to modes of being and forms of visibility" .179 This 

distribution is written as partage in French, the language of Ranciere's original text. 

Partage can also mean sharing, giving and taking. A relation in other words. This is 

the materiality of plurality. This distribution, or sharing to give it its French scope as a 

word, in a regime, or order, allows dissensus to threaten and challenge accepted 

modes of being, and in doing so is political. That art is one such thing allows it to 

percolate another way of seeing, feeling, looking and doing, without appealing to a 

group, a whole, or 'regime' of any kind by rupturing the subtle smoothness of what is 

expected of time and space. Sally-Anne Kelly's The rocks and rock pools of rocky 

shores dislocated the easy relationship between the interior and exterior, both 

naturally (pebbles inside on the floor of an indoor swimming pool are somewhat 

incongruent!) and unnaturally (the sight of fingers and tiny faces amongst the 

pebbles). It allows for a freedom, but does not need to set this up as an order against 

disorder, a conglomerate group against another, two homogenous groups in 

opposition as Ranciere posits it (the many regimes, and the political in opposition). It 

does not set the work up as an alterity to being, it assumes a homogeneousness that 

Nancy does not, and a togetherness that can never apply. 

As part of Amid the Deepening Shades, Clinton and Moriarty curated an evening of 

experimental music from the empty swimming pool. Artist and composer Rachael Nf 

Chuinn opened the evening with an improvised composition based around contact 

microphones in jars of water collected from the sea beyond the abandoned hotel (see 

Fig 25). Sounds from golf balls found on the golf course also formed part of the 

performance and a metal ring for fastening trawler nets added another note of space to 

179 Ranciere, 2004, pg. 13. 
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Figure 25, Rachael Ni Chuinn, Falling Backwards, as part of Amid the 
Deepening Shades, Deer Park Hotel, Howth, 191h October - 16th November. 

the sound. Set in the deep end of the drained pool, the sound happened amongst the 

artwork, on the same level as audience. The second act, mvestle,180 spread themselves 

throughout the pool, fully exploring the acoustic possibilities of the emptied space. 

The audience spread themselves amongst the musicians, and the space, also exploring 

the acoustic space of the sound. One of the band members then proceeded to use the 

pool ladders to scratch out a rhythm against the tiles (see Fig 26), another moving the 

speakers in and out of the pool, yet another using found objects to amplify the sound. 

It was entirely improvised, fed by the audience and the space; a collaborative act, as 

was Ni Chuinn's piece. 

These shows happen within the participant, and as such the participant completes 

them with their presence in relation to the work. The work cannot be accurately 

represented by traditional media the way painting or even traditional sculpture can. 

These shows are entirely contingent on the space and times within which they happen 

180 The band mvestle do not capatalise their first letter. 
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Figure 25, mvestle, Falling Backwards, as part of Amid the Deepening Shades, 
Deer Park Hotel, Howth, 19th October-16th November. 

and the people they happen within. These relationships, these collaborative acts 

between artists, space, the work and the participant cannot ever be accurately re

created. Removing them from their site is impossible, as they are o/the space they 

happen within. As with time, as being singular plural, being, or existence can only be 

divisible into a series of moments, and are entirely contingent on the circumstances of 

that moment. The audience for Ni Chuinn and mvestle's piece's can never exist in the 

same context again. The work therefore can only live on within people who 

experienced it, as part of a collective memory of those who took part in it. Each 

participant who experiences this work becomes the ultimate author of the pieces in 

their recollections and memories. They are the final collaborators, as the work can 

only live on in their descriptions of those experiences, thus adding yet another layer, 

another relation onto the piece, this time of unreliable memory. The work can never 

accurately be re-created, but it can be re-told, reimagined or re-lived through the 
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telling, the writing, and the collected experiences of those who experienced it. 

Participation is ultimately collaboration, as though it may be the artist that creates, 

facilitates or suggests the work, it is the participants who ultimately 'own' it within 

themselves. The work is collaboratory from its inception to its reception, and has no 

end, just as singular plural beings there is no reality outside singular plurality, 

participatory art has no end, no real beginning. It happens between people and space, 

in the spaces between order and disorder, consensus and dissensus. It is ultimately 

democratic, as it can only be understood and re-imagined de-materially, and after the 

event of its materiality it is the last collaborator, the participant, who tells its story, 

who holds the experience of the work within them. The space, the work, the artists, 

the curators and the participants all combine within the work, each having agency 

within the piece. The lines between each role the artist, curator or participant are 

blurred in comparison to the traditional relationship between artist, gallery, art object, 

space and viewer. There is a more nebulous relationship between these roles, the work 

evolving in these relations between those involved in the making of the work and 

those receiving it, developing from something that happens to a participant, to 

something that happens within the participant, and between them. 
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CONCLUSION 

From its early pre-cursors in the Rose exhibitions, to the embedded, experiential work 

of Clinton, Moriarty and others, participatory art's primary focus on audience, 

collaboration, site responsivity, and curatorial working practices, has been a new 

direction for contemporary art in Ireland. It is an emergent practice in Irish 

contemporary art, and still not yet established. All of the work analysed in this thesis 

(after Chapter 1) happened within the last 8 years; mainly the last 5, and all the artists 

discussed graduated within the last I O years from college. During the course of my 

research I identified and examined certain key issues in relation to participatory art in 

Irish contemporary art. These are: how the artists consider audience, how 

participatory artists work curatorially (and subsequently how curatorial practice has 

changed), and how collaboration is essential to participatory practice. With the 

elective nature of the work, participatory art being often dematerialised and transient, 

always impermanent, and absolutely embedded within its situation, site and space, a 

new level of site specificity or site responsivity happens with this work. It is of its 

space or site, not on it. The work is also, crucially, collaborative, on many levels, and 

contingent upon each of these elements for it's material, meaning, structure and 

success. 

Possibly the most defining aspect of participatory art is that it is an art of experience. 

The experience of participatory art is its material. The object merely functions as a 
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vehicle to provoke this experience. The shift of importance from the art object to the 

experience of att was gaining traction around the time of the Rose 67 exhibition. 

Critic and critical theorist Michael Fried wrote his influential "Art and Objecthood" 

essay that year on the subject, stating: "the object, not the beholder, must remain the 

centre or focus of the situation, but the situation itself belongs to the beholder - it is 

his situation."181 This idea has progressed towards the idea that now an exhibition is 

"Undergoing the experience of something."182 The objects have become instigators of 

action, catalysts of meaning rather than repositories of what can be known. Young 

artists working in Ireland now are said to be "making art that doesn't look like art. 

They're almost rejecting anything that has any tradition in it or any resemblance to art 

making." 183 Basic Space, whilst working with The Institute of J'amais Vue on Star 

Wars, discussed in Chapter 3, went about "deliberately obliterating the importance of 

the object" 184 by taking apart clusters of props for the hybrid screening/exhibition and 

spreading them about the space, not allowing a cluster to form in a sculptural way, 

instead the filming debris was strewn about the space, and moved at will. Material 

lack is formed into a spatial and temporal immersion, one that transcends the material 

reality of what is presented. This immersion, this experience, is the stuff of 

participation. It is the collaboration between each of the elements of the piece that 

make it happen, not strictly the objects themselves. The materials of participatory art 

are not the artists materials, or constructions, but instead the participants themselves, 

the space/site, and the relationships that form between them. 

181 Michael Fried, Art and Objecthood, The University of Chicago Press, Chicago and 
London, 1998,Pg. 154. 
182 Giblin, Interview with the author. 
183 Prendergast, Interview with the author. 
184 Daniel Tuomey, Interview with the author, 3rd March 2014. 
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These relationships are the primary defining feature of participatory art. Relationships 

between artists, space, collaborators and participants are what make up this practice, 

both in content, shape, concept, form, process and inception. As I have demonstrated, 

not one single element of the work is given hierarchy over another - that is neither the 

object, artist, space nor site are given primacy - they are all equally important in the 

delivery of the experience of the work. There is no 'other' or alterity for the work to 

happen against or around, human or plastic. As discussed in Chapter 2, the space the 

work happens, in, the area it is located in and the objects themselves have an equal 

'actance' in the work, alongside the audience. There is no Other, no hierarchy 

between artwork, space, audience and artist. Nancy's being singular plural is used to 

describe this well. As no one singular has primacy over any other singular, no Other 

or alterity can emerge. Existence and meaning happens in the space of the relations 

between these singulars. The concurrent plurality of the singular does not define it, 

and as such no alterity arises. This is the situation in participatory art. In the mutable 

and shifting state of singular plural existence, there are no lines drawn between 

beings, or being (human or inanimate), they do not begin or end individually, but as 

part of an indefinable whole. Existence continues to happen between them, with no 

definable beginning or end between any one element. Clinton and Moriarty initiate 

their practice by " ... using our bodies and our immediate surrounding as a starting 

point."185 They ground themselves physically in the site of the work, the space of the 

experiences wrought within forming the basis of their work. This way of working 

produces art that operates on a somatic scale, a more intimate and human scale that 

the participant can locate themselves within rather than against. It eschews the 

spectacular scale of some more traditional art forms, with public art a more personal, 

185 Ruth Clinton and Niamh Moriarty, Email to the author, 26th November 2014. 
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relevant and engaged process of mutual understanding and exchange, as Hotel 

Ballymun and The Prosperity Project demonstrate so well. 

Participatory art is so successful in communicating experience as it mirrors a shift 

taking place culturally. As demonstrated in Chapter 3, people now 'curate' their own 

lives much more individually than before. 90% of people aged between 18 and 34 

stream video, 186 allowing them to chose what they watch and when as opposed to 

sitting down and watching broadcast television, the schedules of which dictated by the 

broadcasters, and the content by individual channel commissioners. The birth and rise 

of Web 2.0 has created a society that now choses what to see, hear, and know at their 

own convenience, rather than waiting to be told what to know by newspaper editors or 

broadcasters. It has opened access to information on a hitherto unprecedented scale. 

Almost all public knowledge lies at the end of the fingertips of every person with 

access to an internet enabled device. People are now the curators of their own lives, 

experiences and knowledge. They no longer need to rely on television broadcasters, 

commissioners and newspaper editors to decide what they should see, hear and read, 

and when. The internet has replaced the French masterpiece used by Joseph Jacatot to 

teach Flemish children French in Ranciere's Ignorant Schoolmaster, and every one is 

now their own schoolmaster. Participatory art operates this new reality. The artist no 

longer steps out of their studio with an object for an unknown public's predilection. 

Instead the opposite occurs, the artist creates work for a place, for an audience, these 

elements shape what and how the art can be. It is again, a collaborative process, each 

186 Joan E. Solesman, "Awash with Streaming Video? You're not Alone", 
www.cnet.com, 19th October 2014, http://www.cnet.com/news/awash-with-streaming
video-survey-says-youre-not-alone/, Accessed 3rd March 2014. 
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singular element of the work forming a shifting and mutable plural, meaning 

emerging between each of its constituent parts. 

Artists work in this new culture of collaboration and unprecedented choice. The 

relationships between themselves, the work and space, so irnp01tant to participatory 

art, form the basis of their working process. Jesse Jones describes her practice as an 

elective research based collaborative practice, 187 working extensively with others, as 

in The Prosperity Project, and aims to set about "trafficking those relationships,"188 in 

her work. In Basic Space, artists set about, "trying to find ways, almost theatrical 

ways, to get those works to interact with each other."189 The work happens from a 

discursive space, a collaborative space, either between artists, audience or a space, 

and it is this that defines participatory practice more than anything else. There are no 

lines drawn or walls set up between practices. The two group shows discussed in this 

thesis are emblematic of this sharing, this working together to form a new kind of 

plurality. There are no name plaques delineating each artists work, instead they 

coalesce into a singular experience, in a singularly plural way, each one indivisible 

from the other, but not defined by their together-ness either. It becomes a blending of 

practices and works that bleed into one another, informing each other, mingling 

together to form a multiple vision of what the space, site, and context of their 

surroundings can be. The work" ... spiJiing into each other like television noise from 

the room next door." 190 

187 Jesse Jones, "The Prosperity Project: Jesse Jones", published by Create, Vimeo. 
188 Jones, "The Prosperity Project: Jesse Jones", published by Create, Vimeo, October 
2013, http://vimeo.com/75956713 accessed 29th October 2013. 
189 Tuomey, Interview with the author. 
190 Ruth Clinton and Niamh Moriarty, "Amid the Deepening Shades", Press release, 
Deer Park Hotel, Howth, 19th October-l 6th November 2014. 
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Practice is a social space, and this way of working makes "You [the artist] attuned 

and attentive to how things will be read."191 As Bishop would have it, 

... the artist is conceived less as an individual producer of discrete objects than 
as a collaborator and producer of situations; .. . while the audience, previously 
conceived as a 'viewer' or 'beholder', is now repositioned as a co-producer or 

. . t 192 parflczpan . 

It is this wholesale sharing and exchange that marks participatory art out as different 

and apart. It starts from the very beginning of the work, and allows space for an 

emancipation of the spectator to occur: 

It is the power of each of them [the spectator] has to translate what she 
perceives in her own way, to link it to the unique intellectual adventure that 
makes her similar to all the rest in as much as the adventure is not like any 
other.193 

Ultimately, participatory art shows that art does not have to operate against what is or 

is not there, it does not seek to tell participants what to see or feel, it is not anti-object 

either. Hanna's Everything's Moving Beneath the Surface is no less valid for being 

material, object, than Clinton and Moriarty's more ephemeral Stoneybatter River 

Walks. It is how the object is used, as a conduit and catalyst rather than a repository of 

meaning that has changed. It has moved beyond the installative, which places it' s 

importance on experience yes but still gives primacy to the gallery show and it's 

particular situation, the whole of it' s elements an object. Participatory art breaks out 

of this situation, into a new situation of mutuality and sharing, rather than an 

exposition of the artists' ideas in a space. Exhibitions of work such as Hanna's 

Everything's Moving Beneath the Surface and Clinton and Moriarty's Territory of 

Strangers are representations of research and experiences, opened up an offered to 

191 Tuomey, Interview with the author. 
192 Claire Bishop, Artificial Hells, Participatory Art and the Politics of Spectatorship, 
Verso Books, London, New York, 2012, Pg. 2. 
193 Ranciere Pg. 17. 
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participants to complete with their presence. They are a sensual realisation of an 

embodied relationship with space and site, other bodies and the intrigues and 

intricacies contained within. This is the material stuff of participatory art. The 

trafficking ofrelationships as Jones puts it, is more material than the physical reality 

of the work itself. 

However, this does leave the work entirely dependent on those who go to experience 

it, on presence. The audience is crucial, critical for the work, and the breadth, range 

and quantity of said audience is variable at best. All of the participatory art discussed 

in this dissertation is transient, ephemeral, and impermanent. There are no objects to 

represent the work. Participatory art can never be accurately represented outside of its 

experience. It cannot be accurately represented by a picture or video. Participatory art 

makes visible experience, and redistributes the sensible in a way that is not dictatorial, 

and comes from more than one perspective as the result of a collaborative process, an 

open conversation from beginning to end. Whilst a picture of a painting relatively 

accurately represents the material reality of its subject, the same cannot be said of 

participatory art. Of installation art, one of the first movements of art to deprioritise 

the object, Ilya Kabakov states: "The relationship between art and viewer is all first 

hand now experience, and there is no way that it can be carried to you through any 

kind of secondary system."194 This is ultimately true of participatory art. In that sense 

it (more traditional, object based art) can be argued to be more democratic than 

participatory art as anyone can see an image of the piece, it does not demand 

presence. This is an incredibly problematic and well-trodden area of critique. An 

image ultimately gives just one perspective of a work, and represents it rightly or 

194 Ilya Kabakov, On the Total Installation, Cantz, Germany, 1995, Pg. 275. 
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wrongly entirely within that, with no reference to space, hang, situation or scale. 

Pictures and videos of participatory work can only really offer a mere glimpse of a 

fraction of what was in a show. You cannot take a picture of experience. Participatory 

art is both paradoxically exclusive and democratic. This kind of work has a relatively 

small audience in Ireland, as with the rest of the visual arts, and its proliferation, 

especially internationally can be a problem as a result. It only happens to a small 

number of people, how can it disseminate widely? Can it really then be said to be 

democratic? 

However, I demonstrate that this ephemeral transience is an essential constituent of 

the work. It does not hang around, relevance fading, and becoming more and more 

out-dated and redundant to its site and situation. Thus, the writings and experiences 

and stories told of the work by those who experienced it become all-important. The 

work survives through the related experiences of it. In this way it continues to act. As 

every picture that exists of the work is only a quick snapshot of one of the myriad of 

elements within it, and does not really describe the work, it consequently only offers 

the tiniest glimpse of what it possibly was. This possibility is what participatory art is, 

and where it happens. It happens within the intersection of relations in the singular 

plural sense, the interstices between life and therefore being, in what the art actually is 

and what it can be. Whilst the artists can have a clear vision of their work, once it 

leaves them it becomes something else, and their authorship is ceded somewhat. It 

becomes another layer of myth and narrative over an area, as it exists as an episode of 

something, and the experiences of the participants is absorbed by site, space and 

participant. It becomes something simultaneously more personal and general. In other 

words it transcends its material reality and situation. It is a uniting force across those 
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that experienced it, those that have had the experience related to them by the 

participants, those who have read about the work by participants, relating all the time 

a personal narrative of the event, the personal narrative becomes general as it spreads 

like Chinese whispers. 

So where is this practice leading? More and more ephemeral and spoken word events 

are now taking place within Irish contemporary art practice. The resounding success 

of two such events, Foaming at the Mouth, and Overstock, points to this. Overstock 

ran over three nights once a month in The Mart gallery in Rathmines, Dublin, from 

the 29th of April to the 24th June 2015. Taking the form of a performative lecture, 

Overstock focussed on the speech act as something that has real, material 

consequences, based on the ideas set out by philosopher J.L. Austin's "How To Do 

Things With Words". It questioned the sharing of knowledge, and interrogated the 

structure of what a lecture could be, as every night the gallery was set up in traditional 

lecture format, with chairs facing the speaker, and two large wooden constructs 

reinforcing this format either side of the chairs. Participants included artists 

previously mentioned in this dissertation such as Daniel Tuomey and James 

O'hAodha, and the author. Artists were asked to respond to the idea of the 

perforrnative utterance, artists articulated their practices through the speech act, or 

lack there of. The acts that took place were as multiple and varied as the artist 

themselves, constituting a chapatti making demonstration, one artist conducting a 

mini orchestra of voices, drag, and lectures. 

Similarly, Foaming at the Mouth, initiated and curated by recent graduate Edel Lynch 

and artist Tracy Hanna, began on the 18th of June 2014 in the basement of the Stag's 
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Head pub in Dublin city centre focussed on the spoken word. A large number of 

artists, curators, writers and academics took part every night (5 to 10). The event has 

run 7 times now, between June 2014 and the 15th of August 2015, every time outside 

the gailery from Dublin to Amsterdam, in pubs, former polo grounds and other non 

traditional spaces. Touted as visual art spoken word, and not evenings of performance 

art, although featuring performances of art, it is yet another way of ventilating 

practice and experience of an artists work beyond the confines of the gallery, and the 

material representation of the exhibition. It featured artists discussed in this 

dissertation, such as Ruth Clinton and Niamh Moriarty, Mary-Jo Gilligan, Daniel 

Tuomey, James O'hAodha, and writers such as Sue Rainsford, and co-curated by 

Hanna. Cmatorial collective RGKSKSRG (Kate Strain and Rachel Gilbourne, 

curators of Tonight, you can call me Trish) also took part, as did academics such as 

Francis Halsall and more traditional, object based artists such as Richard Proffitt and 

Isabel Nolan. What art is, how it can operate and what and who an artist can be is 

opening up all the time. 

Whilst seemingly even more disparate and ephemeral, I believe these two events 

demonstrate how art is moving in an ever more democratic and plural direction. A 

wide variety of practices were represented in both events, with artists working in 

more traditional materials such as Richard Proffitt and Hanna Fitz featuring, 

alongside curators such as Vaari Claffey and RGKSKSRG, writers such as Rainsford 

and academics such as Halsall, who performed with artist and musician Hugh 

McCabe. What this represents, in my opinion, is that what constitutes practice is 

opening up, and the spillage mentioned in Clinton and Moriarty's press release for 

Amid the Deepening Shades, of work" ... spilling into each other like television noise 
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from the room next door" 195 is a creeping reference to how diverse and mixed 

practices are now, and continue to be. As people consolidate more of themselves 

online, sharing themselves constantly across social media platforms such as 

Instagram, Facebook and Twitter, forming temporary alliances and dissent between 

each other, art reflects this in participatory work. It has moved beyond the gallery, and 

with Stoneybatter River Walks, Hotel Ballymun, beyond the exhibition, with events 

like Foaming at the Mouth and Overstock. It represents a more general bleeding and 

blending happening in society today. Almost every show represents some form of 

collaboration and sharing; just as society is becoming more plural online. The 

popularity and success of Foaming at the Mouth and Overstock point to yet more 

opening up of what a show of work can be. It moves the group show beyond 

something material and physical that happens in a gallery or off-site and instead 

represents artists' process and practices in a more multiple way. It disseminates these 

practices in a performative way, through concentrated evenings of verbal exchange, 

allowing yet another way into artists' practices. The dissemination of ideas is the 

currency of this exchange, and it is a more mutually involving process. Interestingly, 

it also presents the artist in a more traditional way - the frontal engagement of the 

stage or theatre. This represents yet another new and very recent development in 

contemporary Irish arts practice. 

But how can this work continue to happen? Will it only occur within this small 

community, only stretching out beyond it accidentally? Will the ephemeral nature of 

the work eventually efface it? Art criticism and reviews around and collected 

experiences of these events are crucial to its existence. How will criticism change as a 

195 Ruth Clinton and Niamh Moriarty, "Amid the Deepening Shades", Press release, 
Deer Park Hotel, Howth, 19th October-16th November 2014. 
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result? The speed and immediacy of the internet appears to have hastened its 

longevity, but for how long? The idea of the social network is crucial to this work, 

existing, as it does, within quite a specific one (those who know the artists, or are in 

art college, or are connected to the places the work is happening within). How the 

work will be documented and represented is another area that has not yet been tackled 

in relation to the work, as it is so recent. How can one collect and re-distribute 

something that is now insensible? Also the re-staging of the artists body as an object 

or site of expression and meaning in events such as Foaming at the Mouth and 

Overstock represents a development of participatory practice examined in this 

dissertation. These issues prompt questions for further research into the direction 

participatory art is taking today and what that means for my own practice as a 

participatory artist. 
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