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Introduction

Interpretations explores the potential of gallery-based interpretation methods to develop new and
existing audiences for contemporary visual art in Scotland. Interpretations is a research project that
operates on two levels. First, at the level of individual galleries: project teams use an action research
model to investigate the effectiveness of a gallery-based project reflecting on the impact of such a
participative process. At a second level, each of the gallery-based projects is used as single case
studies identifying commonalities and innovation across the projects. These case studies might
illustrate the diversity of intrepretive practice and contexts and suggest a model of good practice in
this field.

This text is a summary of the background, aims, scope and method of Interpretations with some
observations that can be made even at this very early and speculative stage.

Background

The Interpretations initiative commenced in June 2007 with a Call for Proposals invited from
contemporary art venues across Scotland. Up to five gallery teams from across Scotland will be
selected to develop projects that support the investigation of the overarching research question,
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This question emerged from the scoping report of Dr Heather Lynch (2006), commissioned by engage
Scotland and the Scottish Arts Council. The report maps out existing interpretation practice and
identifies perceived barriers to intellectual engagement with contemporary art in Scotland. Questions
emerging from this study could centre on matching perceptions of gallery with those of audience
groups. This is a tension that will be faced in the action research projects of each selected gallery.

Interpretations contributes to a growing body of UK research in the field of gallery interpretation and

audience development. (Taylor 2006; Envision; Charman & Ross 2006). In parallel with

Interpretationsis t he ongoing research work of AEnquireodo and
Al nspiring Learning in Gallerieso (Burgess & Addison
to contemporary art for school children through partnership clusters made up of artists, university-

based researchers, gallery educators, pupils and art teachers. Enquire differs from Interpretations in

terms of scale, scope and focus but provides valuable insight into the relevant issues of the conditions

for intellectual access and the sustainability and legacy of gallery-based projects for audience

development.

In any type of critical inquiry we risk revealing the nature of our own prejudices through the
assumptions implicit in the questions we ask and the methods we use to seek answers. Implicit in
Interpretations is the assumption that increasing intellectual access to contemporary art is desirable.
As many contemporary art venues are funded in part by public funds then it follows that this
contemporary art is made available to as wide a public audience as possible. Each gallery team in
Interpretations will be confronted with these important, foundational issues.

The selected projects are due to start in October 2007 with a planned completion date of May 2008.
Information generated from the projects will be collated throughout the duration of the projects and
then analysed during the period May i July 2008, with a final report prepared for September 2008.

Staff from each of the venues will be supported in the delivery of their action research projects
through three training and networking events planned throughout the eight month implementation
phase.



Interpretations is being delivered through four galleries* working on individual, context specific
projects, but brought together at key points as a supportive peer network through planned training and
dissemination events. The initiative is coordinated by an appointed researcher with the support of an
advisory group representative of the stakeholders in this inquiry: artists, curators, educators, front-of-
house staff, funders and academics.

Aims and Objectives

Interpretations is designed to provide opportunities for gallery staff to look creatively at methods of
gallery-based interpretation and to experiment with approaches addressing barriers to (intellectual)
access.

This aim is to be achieved through meeting the following objectives:

1 consider each project as a case-study supporting gallery teams in the methods of action
research

71 identify common characteristics across the case studies (that may lead to a model of
interpretation best practice)

1 further promote and embed principles of equality into gallery practice through attention to
equality in the selection, implementation and evaluation process of the action research

Proposed Outputs

1 Interpretations (web-based) publication illustrating the case studies and proposing a model/s
of interpretation practice that could be adopted in a variety of gallery/venue contexts

1 Research report detailing the research aims, methods and outcomes

1 Conference paper and presentation

Proposed Outcomes

1 anetwork of peer support and training that lays the foundation for further gallery projects and
research work

1 an enhanced research capacity within the area of gallery interpretation and audience
development for contemporary art through a formal research framework and training events

Scope

It is anticipated that the projects selected for this initiative will represent a breadth and balance across
the following factors

location

sector type

funding source

size (staffing, building etc)

existing audience profile

exhibitions programme

=4 =4 =8 -8 -89



The researcher is supported by an Advisory Group (Adv Gp) of eight members (Appendix 1) with
expertise across the areas of contemporary art practice, curatorial practice, gallery education &
outreach, audience development & marketing and research. The role of the Adv Gp is to provide
wide perspectives on the process and progress of the overall research strategy including the selection
of the gallery proposals.

The timeframe for this research (Oct 07 i May 08) encourages each project to be considered a brief
case study of interpretation activity and/or methods. The researcher will monitor the projects of each
venue providing support through the action research framework. Support will include training events
& materials, email communication and research visits.

Method

The gallery teams will be encouraged to develop their projects using a creative process cycle such as,
but not restricted to, ASPIRE:

Assessment

Specification

Planning

Implementation

Review

Evaluation

=4 =4 =8 -8 -4

Using a creative-process model provides a clear focus and structure for the gallery projects whilst
enhancing the research skills of each team.

The action research model would encourage each gallery team to consider methods of recording and

reflecting such as diaries (visual and text), photographs, storyboards blogs, etc appropriate to the
dispositions of each team.

Terminology and definitions

Projects or proposals; galleries or venues?

Time spent clarifying the meaning and use of shared vocabulary will pay dividends at later stages of
the research process. Consistency in use of language can avoid unnecessary ambiguity and

confusion. The training/networking events will support the Interpretations team as they come to a
shared frame of reference that includes the meanings and use of words and phrases.

Emerging Issues

Even at this early stage of Interpretions there are exciting issues that have emerged:

iLear ni ng throogh khe gxperdence of remaking the artwork, a visual process of
interpretation. 0
Charman & Ross (2006:37)
Stepping in and out of a research context and the impact that has on interpretation practice.

How does an action research strategy enhance the gallery projects?

Tensions arise when different conceptual frameworks collide: curation, education, audience
development etc. What strategies do gallery teams devise to navigate the collisions?



Action research challenges the beliefs, values and assumptions of all those involved. The Adv Gp
who, on one level, is perceived to provide an objective gaze over progress and process, they are in
fact representative of the subjective issues within the area of gallery interpretation and the concept of
audience development.

The perceived challenge of the artwork.

The responsibilities and/or influence of the artist in the gallery interpretation.

The intentions of the curator and their relationship with the interpretation.

The need for an audience

The nature and purpose of an education policy with regard to interpretation practice.

fistories of art are produced through the curatori
interpretation of art as exhibitions and O6per mane

Robins (2006:150)

Interpretations promises to be an exciting and challenging initiative, probably raising more questions
than it hopes to answer. That is, however, the nature of creative critical inquiry.
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Researcher Process and Outputs

Four summary reports punctuate the 15 monthsloferpretationsdetailing key dates, events and progress

(Appendix 2). The table belowprovides the chronological sequence of researcheiividets and outputs.
Following the table is an expanded narrative describing some of the key points.

Month Process Activities Researcher Outputs
May 2007 Prepa_ratlon &
Planning
Written Feealback to all Stage 1
June Coordinator/Researcher Meetings applicants
Advisorv Group Meetinas Written Feedback to all unsuccessful
Stage 1 Selection y P 9 Stage 2 applicants;
Stage 1 Selectin& Feedback Meeting Verpal Feedbado 3 of 4 successful
applicants
Jul
y Stage 2 Selection & Feedback Meeting
Summary Report 1
August
Stage 2 Selection
Implementation
September Research Visits CG & DCA
Engage Scotland Conference 07 Research Overview
October Dissemination & feedback presentation & discussion Consent Forms
Interpretationsinformation Session SummarnyReport 2
November Reflec_:tlon, Feedback & Coordinator/Researcher Meetings
Planning
December Implementation & Cluster Eveniol Participatory Workshop
Feedback Research Tools, Techniques & Documentation Support materials
January 2008 Implementation Faebook page tr|gger question .
action research and evaluation resource
February Implementation Research Visits CG, DCA. PAC & TRG | Written Feedback to all projects
February Dissemination Scotlar_\d: Creative Nation, Cultural Information Leaflet
Summit
Participatory Workshop
March Implementation & Cluster Evenio2 Support materials

Feedback

Summary Report 3




Monitoring

April Implementation Reviewing collected information

) Monitoring . . .
May Implementation Reviewing collected information Reporting Formats fadiscussion

Participatory Workshop
. Cluster Evenio3 Support materials
Implementation,
June Feedback & Reflection
Analysis of Project Reports Report DraftNol for participant

consultation

Summary Report 4
Reflection, Evaluation & Report Feedback

July .
Feedback - Report DraftNo2for participant &
Reportwriting Advisory Group feedback
August Dissemination PowerPoint 8mmary

Summary paper for inclusion in
September Dissemination & Feedbac| Engage Scotland Conference 08 conference packs (thc)
Presentaion (thc)

Table
Researcher Process and Outputs

May ¢ September (Selection)

Through the websites of engage and the Scottish Arts Council, In June 2007 an open call for proposals was
launched in June 2007. Twelve proposals were received from venweEssaeotland and were considered
through a process of blind peer review. The Advisory Group then invited nine proposals to a second stage.
Three proposals were selected at Stage Two with the Advisory Group making a decision to invite a proposal
from onefurther venue thus extending the geography, audience profile and exhibitions programmes
represented across the four proposals. Written feedback from the selection process was emailed to all
unsuccessful proposals.

Proposals from the following venues meeselected and invited to form the core of thaerpretationsproject
1 Collective Gallery, Edinburgh (CG)
1 Dundee Contemporary Arts, Dundee (DCA)
91 Pier Arts Centre, Orkney (PAC)
1 Talbot Rice Gallery, Edinburgh (TRG)

On behalf of the Advisory Group,tial verbal feedback was given by the researcher through-fadace
meetings with staff of two of the venues. The importance of the feedback process was underlined through the
consequence ofiot feeding back in a clear and timely manner. This is dssclparticularly in Casgtudy 4.

October- February

Interpretationswas introduced to the wider community of practice through engage Scotland Conference
20072 During an informal presentation, each gallery shared their proposal and invited questiomshfeo
audience. A participant information session was held at this time enabling the participants of each project to
meet as a group for the first time. Details of forward planning, finance and consent were discussed at this
session.

! Abbreviations in brackets used throughout document when referring to the specific venues and/or projects. The alptabefitiaéo
galleries is a convention used throughimti¢rpretationsandin this document.
2 engage Scotland Conference, 31 061l Nov 2007, National Gallery, Edinburgh.



Three networking &raining events were held in Edinburgh and Dundee as the principle mechanism for the
adzZLIL2 NI 2F GKS FOGA2Yy NB&SHNDK LINBOS&&a® LYAGALFfE@ (K
f SR (2 NEMdtevBvghB8 b BELIISYRAE o00Y

1 ClusterEventNo 1
Research Tools, Techniques and Documentation
hosted by the Collective Gallery and Talbot Rice Gallery, Edinburgh

1 Cluster Evenio 2
Analysis, Evaluation and Dissemination
Dundee Contemporary Ast Dundee

1 Cluster Evenio 3
Reporting and Bsemination
Edinburgh

Designed around participatory, discussioased activities, th€luster Eventexplored possible tools and
processes of action research and provided a forum for sharing information and identifying next steps.
Accommodating travelrad other commitments, the sessions were held between 10am and 3pm. Each project
was represented at every event.

With the exception of the Pier Arts Centre in Orkney tbgearcher visited each venudaal of three times:

twice for formal project meetigs and once as a gallery visitor. At the request of participants, a Facebook page

was set up as a webased forum for the sharing and exchange of information, images, web links etc. The

majority of communication was conducted through email with telephtme lesser extent. This combination

of communication methodsuitedii KS RSYl yRAy3 aOKSRdz Sa 2F GKS LI NIAOAL
with hindsight, more researcher visits to each venue and with project teams might have been beneficial but

this would conflict with already demanding pressure on individual and organisational time.

March¢ July

From midFebruary to late May all gallery teams were involved in the implementation and evaluation of
projects. Researcher monitoring of the projectskdbe form of email prompts with support materials

delivered through theCluster Eventandthe Facebook page. Reporting proformas were devised for those
teams who wished to use them and project reports were due for submisgitme end of May. Deadlire

were extended and the process of analysing the project reports began. Through this brief content analysis
information about research tools, processes and outcomes contributed to the formation oktadies.
Researcher reflection on the castudies lel to some observations regarding the general characteristics across
the projects. Limited time at this point means that the conclusions are tentative but open to public scrutiny.
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engage

Dates & Events

Introductory meeting with SY.

18 Ly A0 Gallery of Modern Art, Glasgow
SY & MKM coordinator meeting.

22 May 2007 National Portrait Gallery,
Edinburgh.
Advisory Group Meeting 1.

22 May 2007 National Portrait Gallery,
Edinburgh.

26 May 2007 SY & MKM coordinator meeting.

Glasgow

SY & MKM Meeting with
Glasgow Grows Audiences
(GGA)

Dixon Street, Glasgow

26 June 2007

Advisory Group Meeting 2:
Stage 1 Selection.

Royal Institute of Chartered
Surveyors, Edinburgh.

10 July 2007

Next Steps / Action Points

Progress

Project background and general information. Discussion
of Enquire and Envision.

Desk research i general info re current research on
gallery interpretation methods and issues.

Planning & preparation for Adv Gp meeting

Workshop based session establishing a common frame
of reference across Adv. Gp, Coordinator and
Researcher.

Parameters of research framework becoming more
defined.

Planning future dates i identifying appropriate
dissemination opportunities and resources

The team from GGA offered advice regarding audience
development, profiling audiences and measuring impact
of interventions. The successful galleries may wish to
work with GGA (and the Edinburgh equivelant) as part of
their action research.

Call for proposals attracted 12 applications from across
Scotland. Nine proposals were invited to Stage 2. The
selection process used criteria drawn from the Call for
Proposals. An initial blind reading was followed by
discussion with selection criteria. Three applications
failed to address the key aims of Interpretations and
were thus considered unsuccessful. All applicants were
provided with feedback.

I Articulation of Stage 2 selection criteria (proforma)

I Stage 2 Selection Process (key dates):
Submission deadline i 3 August 2007.

All proposals emailed to Ad Gp i 8 August 2007
Adv Gp Selection Meeting i 15 August 2007

Feedback to applicants i 17 August 2007

 Development of Consent Form for Interpretations participants.

I  Planning of first networking/training event (proposed date: 17-18 September 2007 tbc).

f  Confirm any target conference attendance/presentations:

Scottish Learning Festival




engage Scotland, Edinburgh
engage UK i Bradford 21/22 November
V&A Conference 2008?

Notes

The timeframe for Interpretations has been revised increasing the period available to projects to implement their action
research (Oct 2007 i May 2008). A second stream of funding became available (SAC Equalities) which means that five, rather
than four, proposals can be selected. These two developments have an impact on research planning and work scheduling.

The researcher costs (fee and expenses) have been adjusted accordingly but to date (20 July 2007) there has been no contract
from engage UK. An invoice for time and expenses (May i June 2007) was submitted to engage UK and a cheque has been
received (17 July 2007).

The meetings with SY have been very productive and are essential to the coherent planning and coordination of Interpretations
and its place within the engage UK context.

Each meeting with the Adv Gp develops a shared conceptual framework for this project. The group is made up of stakeholder
representatives and as such they bring a wealth of experience and expertise across the fields of contemporary art, gallery
education and curatorial practice. It should be noted that there are no audience representatives on the Adv Gp.

Next report to cover period August i October 2007.



engage

Dates & Events

3 August 2007 Stage 2 submission deadline.

Advisory Group Meeting 2:
Stage 2 Selection.

Royal Institute of Chartered
Surveyors, Edinburgh.

15 August 2007

15 August 2007 Edinburgh.
. Feedback
Aug i Sept 2007 Planning

Meeting with team at Collective

14 September 2007 Gallery, Edinburgh

Meeting with Zoe Fothergill at

17 September 2007 1.t Rice Gallery, Edinburgh

Meeting with Sarah Derrick at
Dundee Contemporary Arts,
Dundee.

24 September 2007

31 Octi 01 Nov
2007

Engage Scotland Conference
Interpretations networking

Next Steps / Action Points

Planning of Training Event (November 2007)

== == = == =9

SY & MKM coordinator meeting.

Progress

Preparation of Stage 2 proforma and selection criteria.
Further development of research framework.

Successful galleries selected: three from the open
competition and one direct invitation i

The Collective Gallery, Edinburgh

1 Talbot Rice Gallery, Edinburgh

1  Dundee Contemporary Arts, Dundee

1  The Pier Centre, Orkney

Debrief Stage 2 Selection Meeting.
Forward Planning re feedback, training and conference
etc.

Feedback to applicants for Stage 2

Planning for first networking event (dates & content).
Initial dates (17/18 Sept) considered too soon; decide to
liaise with SY and eng. Scot conference in Oct.

Introductions, background, expectations etc.

Postponed to Eng. Scot. Conference (date confusion
MKM)

Introductions, background, expectations etc.

Networking and Information Session.
Presentation of Interpretations to Conference.
Planning of Training Event (November 2007)

Development of Consent Form for Interpretations participants.
Research visits to each Gallery (December 07 i February 08)
Planning of first networking/training event (November 20077 Date & Venue tbc).

Confirm any target conference attendance/presentations:



engage UK i Bradford 21/22 November
V&A Conference 2008?

Notes/
Notes

Stage 2 Selection process was challenging. The proposals, submitted by nine galleries, reflected a range of contexts and
aspirations. The Advisory group selected the following three proposals (all titles subject to change):

1  INTERpreTEXT: The Collective Gallery, Edinburgh

1 Talbot Rice Mate: Talbot Rice Gallery, Edinburgh

1 Minding the Gap: Dundee Contemporary Arts, Dundee

With consideration of the overall geographic spread of venues, audience profile and exhibitions programme, the Advisory
Group decided to invite one further gallery to submit a Stage 2 proposal. The Pier Centre in Stromness, Orkney was invited to
present a proposal suitable for Interpretations. The Advisory Group accepted this proposal and The Pier was invited to join the
Interpretations Team.

Originally the first training/networking event was planned for 17/18 September 2007. This date proved to be too ambitious in
terms of notice and planning. The Engage Scotland Conference in Edinburgh (31 Oct & 01 Nov 07) seemed an excellent
context from which to publicly launch the Interpretations project. During the conference the Interpretations galleries will meet
together as a team for the first time. There will be an information and planning session for the team, setting dates and priorities
for the coming months. In addition, the team will present Interpretations to the Conference inviting comment and questions
from delegates.

Next report to cover period November 2007 i January 2008.

% Supported by S ish engage
% The National Lottery® s PP T P
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engage
Scotland

Dates & Events

Progress

9 November 2007

Partner Update emailed to all
Partners (+ SY & VS).

Summary of items discussed at Info Session (1/11/07)
incl dates of future events, payment schedule &
dissemination. Feedback invited.

15 November 2007

SY & MKM coordinator meeting.

Perth.

Debrief First Partner Meeting 1/11/07.
T Forward Planning re Partner Event,
Conferences, funding and finances.

04 December 2007

Partner Event No. 1
Research tools and techniques
& documentation.

Partners shared project progress, developed ideas for
documentation etc

17 December 2007

SY & MKM coordinator meeting.

Perth.

Debrief Partner Event No.1 15/11/07

30 January 2008

Interpretations web forum:
Facebook page

All partners invited to register with Facebook and use the
Interpretations page as a Webforum.

01 February 2008

MKM research visit to DCA,
Dundee

Progress update re project.
Feedback sent to DCA 02/02/08

3-5 February 2008

MKM research visit to PAC,
Orkney

Progress update re project.
Feedback sent to PAC 08/02/02

13 February 2008

MKM research visit to CG,
Edinburgh

Progress update re project.
Feedback sent to CG 19/02/08

18 February 2008

MKM research visit with TRG,
Edinburgh

Progress update re project.
Feedback sent to TRG 19/02/08




Coordinator Meeting with SY, Progress update re all projects.

18 February 2008 Edinburgh Planning for Partner Event & ideas for Conference 08

Scotland: Creative Nation,
Cultural Summit A5 Information Leaflet available for delegates from the
Edinburgh International Engage stand.

Conference Centre

25-27 February 2008

Project monitoring
Case study comparisons
Content & structure

Planning for Partner Event No 2

February i March 08 at DCA, Edinburgh

Next Steps / Action Points

1  Planning of Training Event (May 2008)

1 Planning of third networking/training event (10" June 2008).

1  Consideration of dissemination format

1  Planning of engageScotland Conference 08 (September 2008)
I  Update Advisory Group on progress and developments

Notes
Interpretations Progress

Following from the research visits during February 2008 it is possible to make comments as to the progress of the
Interpretations study as a whole:

1 currently all projects are at the implementation stage

1  each project has given careful consideration to planning across their individual organisations. (Up-to-date project
outlines/activities to be made available for 11" March 2008.)

1  across all four projects is a collaborative approach to project development and implementation. This collaboration
across roles and remits within the organisation could be the mechanism that affects changes in practice i consider.

1  three out of four projects are using an audience core group as the principle means of eliciting interpretive content
1  one of the four has applied the idea of core group to a staff peer-working scenario (best way to describe?)
1 the participative aspirations of action-research are demonstrated in each project

1 the iterative nature of action-research is evident in revisions to research questions as collaborations help to refine
aims and activities. Further revisions are likely.

1 the significance of Interpretations can already be demonstrated: further funding has already been secured by one of
the projects on the basis of the work achieved so far (this may be the case in other projects i check); the SAC has
asked Interpretations to coordinate a sector-wide training event re action-research

1  project web-presence is limited to introductory info on Engage website, Collective website and the Facebook
Webforum...

Thoughts

audience core groups as co-producers of interpretive content for a wider audience population 1

For this wider audience, how are they to engage with this different material? Is the guiding premise that because the material is
generated with non-specialists (or should it be non-staff) then this very fact will engage the wider audience with the material
and therefore the artworks? How is the new material presented to the wider audience?

the authorship of the interpretation material i how will this be accredited/promoted?
how will the different position of the audience generated material be made clear to the wider audience?

the content may have a different perspective contained within but is the opportunity for engagement different?

the most significant impact may be contained within the experiences of the core group where the activities of participation and
the scaffolding provided to elicit critical responses are perhaps the key model of intellectual engagement and not the content of
the interpretive material created
MK Michael 10 March 2008
Next report to cover period March i June 2008



engage
Scotland

Dates & Events Progress

Further development of comparison table
March 2008 Planning for Cluster Event No2 Development of visual models for each project
Preparation of an evaluation framework

Cluster Event No2 Feedback invited on ideas contained in Event booklet_
11 March 2008 Analysis, Evaluation and comparison table, visual models and evaluation
Dissemination proposal- verbal discussions timetabled into the event

but no further feedback returned from participants

Interviews for Engage Scotland Appointment of Kate Tregaski and Maureen Finn as

16 April 2008 Co_nference Coordinator, Coordinators to Engage Scotland Conference 2008.
Edinburgh
Development of possible Posted in advance of Cluster Event No3
Reporting formats, Case-Study 1  proposed Interpretations Final Report structure
May 2008 : -
Format 1  project reporting formats x 2

Planning for Cluster Event No3 for discussion and feedback at Event

30 May 2008 Project Reporting Deadline CG report received

Participants all brought photographs and project artefacts
towards a visual sharing of project progress and outputs.
Workshop session focused on games as a metaphor for
each project; discussion on case-study format and
explanation of how the project reports become case-
studies; discussion re tone, audience and content of
final report. Further feedback invited.

Afternoon session discussed Kate and Maureen F ideas /
concepts for the conference.

Cluster Event No3
Evaluation and Reporting

10 June 2008 Conference Discussion

Project Reporting Deadline

23 June 2008 Extension

June 2008 Drafting Final Report#1

Final Report Draft#1 emailed to
7 July 2008 participants, SY, MF & KT for
feedback.




Feedback received from 3 of 4 projects and SY. Further
23 July 2008 Feedback Deadline reporting received from PAC. Copy of interpretive
filmwork received from TRG.

31% July Final Report Deadline

Next Steps / Action Points

9  Coordinator / researcher meeting to discuss report and conference
1  Meeting of Advisory Group to discuss report

I  Meeting with conference coordinators

1  Creation of PowerPoint presentation complementing the final report.

Notes
Interpretations Progress

The months of March, April and May were demanding for the project teams. All projects were engaged either with
implementation and reporting stages or reporting only. As their projects evolved each team was faced with the challenge of
pursuing exciting developments balanced with the external demands for project reports, images and critical reflections. This, in
addition to other remits and responsibilities can make the concluding phases of action research frustrating if not difficult.
Support was offered in the form of proposed reporting formats, email prompts and deadline extensions. In submitting their
reports two projects commented on how it is not until the time of reporting that you realise how much the project has achieved,
how much you want to report, and how much can be discovered through the act of writing-up. As this is true for the gallery
projects, it is also true for the writing up of Interpretations as a whole. Once the project documentation was received from each
venue then speculation can be interrogated, comparisons and characteristics looked for and common themes can emerge. Of
course, much information has been collated over the duration and this has been fed back to the participants at the Cluster
Events, but it is not until you have those final project reports can you really start to navigate a way into the intentions, implicit
assumptions, and tacit knowledge embedded in the reporting.

Like the projects, it is in the writing up stage that | begin to make sense of the original planning and implementation, where a
certain belief in the creative process pays dividends in the form of unexpected outputs and outcomes.

Although the final report is near completion, Interpretations has potential for further development. There is a need for
participants to collectively evaluate both the report and the experience of participating in Interpretations. This, in advance of the
conference, would enrich the evaluation of Interpretations, giving space to reflection on the inquiry as a whole and its relevance
to the wider sector. The conference will generate discussion and feedback from other practitioners and the wider sector i
feeding into the Interpretations experience and helping to inform the way forward in terms of future research and dissemination.

What could be explored is the visuality of interpretation practice. Only one project incorporated images into their reporting and
none of the projects used images as part of their action research (other than for purposes of documentation). Each Cluster
Event tried to promote aesthetic ways of knowing, explaining and representing inquiry processes but none of the projects have
foregrounded this in their reports. This does not mean that aesthetic & visual methods were not used, almost certainly every
project did. What the researcher needs to ask is why: why were visual and other creative methods not exploited? Was it
because not enough support was offered? Were these methods not seen as proper research? Were they too time
consuming? With the benefit of hindsight and given more time | think all of the projects could advance both action research and
interpretation practice through visual representations of their projects, process and outcomes.

MK Michael 27 July 2008

Scottish engage
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through the Scottish Arts Council
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Cluster Event Outlines3



engage

PARTNER EVENT No.1
TOOLS, TECHNIQUES & DOCUMENTATION

Partners attending:

Kirstie Skinner
Kirsten Body

Collective Gallery, Edinburgh Caitlin Lewis Amy Todman
Talbot Rice Gallery, Edinburgh
Zoe Fothergill Engage Scotland
SotiraGrek (pm) Sarah Yearsley

DCA, Dundee
Sarah Derrick
Andrew Dodds

Maureen K Michael
The Pier Arts Centre, Orkney
Carol Dunbar

Session Oreg The Collective Gallery, Edinburghm®12.15pm)
10.15®10.30 Arrival and Coffee

Visualising interpretation @rdtig0 ®11.15 am)
Using partner photographs of interpretation practice to discuss the benefits, drawbacks an
issues of using photographs as

i. aresearch tool

ii. documentation

Questions, methods and evi¢ehd® ®12.30pm)

Crafting the question and lsiegrfor answers.

Partners share their research questions and begin to unravel the implications of such ques
identifying ways of exploring answers and uncovering evidence.

Session Tvad The Talbot Rice Gallery, Edinfizrghe 2.30pm)
Lunch afralbot Rice Gall€¢ri2.30 ®1.00pmh

Diaries and documentation

Charting the progress of the gabesd proje@what counts as documentation
Charting the progress of individual professional deretdjmalegmersonal reflection
Money matters athics

Consent Forms, Letters of Agreement

Finance questions and answers

Diary dates for MKM visits to each venue D@ddiv08

Questions, Queries etc



engage

- AN

INTERPRETATIONS

GALLERY-BASED INTERPRETATION METHODS

PARTNER EVENT No.2
ANALYSIS, EVALUATION AND DISSEMINATION

Tuesday 11™ March 2008
Dundee Contemporary Arts, Dundee

10am i 3.30pm

Partners attending (to be confirmed on the day):
Collective Gallery, Caitlin Lewis The Pier Arts Centre,
Edinburgh Orkney

Kirstie Skinner Talbot Rice Gallery, Carol Dunbar

Kirsten Body Edinburgh

Zoe Fothergill Engage Scotland
DCA, Dundee Sotira Grek Sarah Yearsley

Sarah Derrick
Andrew Dodds

Maureen K Michael
invited speaker

OUTLINE

Arrival and Coffee (10.00am i 10.30am)
Set up posters and/or audio; browse Facebook

Interpretations So Far (10.307 11.00 am)
Observations on the Interpretations project since December 2008 i MK Michael
What material / data do we have so far?Q&A

Poster Presentations (11.00am i 12noon)
Participants share their projects inviting discussion about analysis.

Lunch (12nooni 12.45pm)
Tour of DCA and time with Facebook

Action Research from a Gallery Somewhere Else (12.45pm i 2.00pm)

Coffee with a guest speaker sharing their experiences and impact of action research in a
gallery context

(Speaker to be confirmed)

Q&A (This is Plan A; Plan B: Dr Heather Lynch, as critical friend, to offer her reflections
on the projects)

Evaluation, Outputs and Dissemination (2.00pm i 3.30pm)

Critique of evaluation proposal with discussion regarding Interpretations publication
Conference September 2008 i Particular consideration of how Interpretations projects
can engage the delegates

Training Event May 2008

Any other questions, concerns or queries

Please bring

Poster with brainstorm/images/mindmaps etc visualising some aspect of where your
project is at currently (research question at the centre).

An up-to-date summary of your project (including any changes to titles, personnel etc)
that | can update my records with and place on the engage Scotland website. (hard copy
is fine or send via email)

Copies of project documentation (outlines, workshop schedules, promotional literature,
photographs etc)

Anything else you would like to share.



Partners attending (to be confirmed):

Collective Gallery, Edinburgh
Kirstie Skinner

Kirsten Body Sotiria Grek

Talbot Rice Gallery, Edinburgh
Zoe Fothergill

engage

INTERPRETATIONS

GALLERY-BASED INTERPRETATION METHODS

PARTNER EVENT No.3
REPORTING AND DISSEMINATION

Tuesday 10™ June 2008
Edinburgh Business and Conference Centre
10am i 3.30pm

Engage Scotland Conference
Kate Tregaskis (pm)
Maureen Finn (pm)

Scottish Arts Council
Stephen Palmer

DCA, Dundee The Pier Arts Centre, Orkney
Sarah Derrick Carol Dunbar
Andrew Dodds
Caitlin Lewis Engage Scotland

Sarah Yearsley

Maureen K Michael
OUTLINE

Arrival and Coffee (10.00am i 10.30am)

Each project to layout a selection of visuals, documentation and interpretation material generated.

Reporting Interpretations 1 (10.307 11.00 am)

Project teams to interview each other using a provided outline:

Collective Gallery to interview Dundee Contemporary Arts
Talbot Rice Gallery to interview Pier Arts Centre

Reporting Interpretations 2 (11.007 11.30 am)

Project teams to interview each other using a provided outline:

Dundee Contemporary Arts to interview Talbot Rice Gallery
Pier Arts Centre to interview Collective Gallery

Reporting Interpretations 3 (11.30 7 12.30 am)

Project teams report on interview findings:

Collective Gallery reporting on Dundee Contemporary Art
Talbot Rice reporting on Pier Arts Centre

Dundee Contemporary Arts reporting on Talbot Rice Gallery
Pier Arts Centre reporting on Collective Gallery

Lunch (12.307 1.30pm)

Browsing of project documentation and interpretation material

Timelines and Deadlines (1.30pm i 2.00pm)

Collation of project information for submission of Interpretations reports (draft and final)

Dates for feedback on draft
Questions

Dissemination (2.00pm i 3.00pm)

Engage Scotland Conference i discussion of presentation format

Interpretations Outputs T discussion of publication formats and intended audience

Please bring
The completed ASi x

Re p-&it uidiy g P laeogneiicortnignghaeli@iscali.coGkp S €

Copies of all project documentation (outlines, workshop schedules, promotional literature, annotated
photographs etc) towards the case-study information i hard copies and on disc please.

1 Anything else you would like to share.
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Interpretations Consent Form



engage scotland

Consent Form

Consent to Participate in Research

Introduction

Interpretations is designed to provide opportunities for gallery
staff to look creatively at methods of gallery-based
interpretation and to experiment with approaches addressing

Contact Details

barriers to (intellectual) access. Researcher

Maureen K Michael
This aim is to be achieved through meeting the following mkmichael@tiscali.co.uk
objectives:

Engage Scotland Co-ordinator:
1 consider each project as a case-study supporting
gallery teams in the methods of action research Sarah Yearsley

1 identify common characteristics across the case Scotland@engage.org
studies (that may lead to a model of interpretation
best practice)

1 further promote and embed principles of equality into gallery practice through attention to
equality in the selection, implementation and evaluation process of the action research

The research is conducted by Maureen K Michael for engage Scotland and is funded through the
Scottish Arts Council Lottery Fund

You are invited to participate in this research because your gallery has successfully made a proposal
that will contribute to the Interpretations project.

Description of Research

Interpretations explores the potential of gallery-based interpretation methods to develop new and
existing audiences for contemporary visual art in Scotland. Interpretations is a research project that
operates on two levels. First, at the level of individual galleries: project teams use an action research
model to investigate the effectiveness of a gallery-based project reflecting on the impact of such a
participative process. At a second level, each of the gallery-based projects is used as single case
studies identifying commonalities and innovation across the projects. These case studies might
illustrate the diversity of interpretive practice and contexts and suggest a model of good practice in
this field.

Proposed Method

Each of the gallery projects will be designated as a case study site. The research methods employed
will centre on action-research and may include participant observation (with consent) and researcher
field notes. Researcher observations may be recorded with digital camera. The observations will be
supported with participant interviews: semi-structured, taped interviews between researcher and
participants. The purpose of the interview is to gain an insight of perceptions interpretation practice.



The small number of participants and the relatively small size of each ceramic department make
confidentiality a particularly sensitive issue. Given the issue of size, it may not be possible to
guarantee absolute anonymity even with the use of pseudonymes.

The information gathered (notes, photographs, interviews, relevant documents), will then be analysed
in order to establish any patterns, similarities and/or differences between each of the case studies.

There are likely to be two visits to each project venue over the duration of the research (Oct 07 i May
08). Your participation during each of these visits is desirable but not obligatory.

Participants

Participants are invited from the project venues (detailed on page 1). Participant criteria will be age,
(18 years and older) and a completed consent form.

Potential Benefits

You may find that participation in this project enhances your awareness of the interpretation practice.
This new knowledge may be of help to you in future audience, education and interpretation activities.
You will be contributing to a project that aims to record and disseminate good practice amongst other
gallery practitioners.

Confidentiality

Subject to mandatory reporting laws, i.e. disclosures intimating deliberate harm to self and/or others,
confidentiality will be respected. No information that discloses your identity will be released or
published without your specific consent to the disclosure. Consideration given also to the issue of
sample size referred to in the section on method.

Personal information and raw data obtained during this study will be kept confidential, available only
to members of the research team (detailed page 1). It is possible that as the funding bodies, the
Scottish Arts Council and Engage (Scotland) may wish to access data and records in order to ensure
correct protocol. This information would be made available to them.

Summaries of individual interviews will be made available to you for comment.

Some processed data and i mages will be publis
publications and conference events (subject to participant consent).

Publication and Dissemination

Research information, images, reports and summaries will be made available in various formats:
A project website

conference papers and presentations

journal articles

project conference

interim reports to Funding Body

Publication of findings in book format

P 2

Information regarding the process and outcomes of the project will be made available online.
However, no identifying details will be made public without the explicit permission of individuals
concerned.

The use of video data and still images may be extended to the creation of support materials for the
intended publication.

Risks and/or discomforts

hed

on



There are no risks or discomforts associated with this research. In the event of problems resulting
from participation in the study please contact the researcher Maureen K Michael. If the problem
cannot be resolved please contact the Engage Scotland Co-ordinator, Sarah Yearsely.

Participation

Participation in this research must be voluntary. You must be 18 years old or older. If you, as an
individual, choose to participate and later change your mind, your participation can stop at any time.
The venues, through accepting the award, accept a commitment to completing the agreed research
tasks within the proposed budgets.



SIGNATURE OF RESEARCH PARTICIPANT

I understand the procedures described above. My questions have been answered to my
satisfaction and | agree to participate in this project. | have been provided with a copy of this
form.

| agree / disagree to images of myself and/or my work being used in the publication and
dissemination process of the project as outlined above. | understand that the research team
because of issues outlined inthesec t i o n , AProposed Met hod?od,
anonymity.

Name of Participant (Please print)

Signature of Participant Date

SIGNATURE OF RESEARCHER / DESIGNEE

In my judgement the participant is voluntarily and knowingly giving informed consent and
possesses the legal capacity to give informed consent to participate in this research project.

Signature Date

cannot
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Vocal Project Report
Collective Gallery, Edinburgh



Interpretations: VOCAL Evaluation Report

VOCAIg the Context

Specialised terminology and the use of abstractions in interpretation materials can be alienating

unless viewers are already familigith the work and the concepts under discussion. Such language

Ad LI NIAOdzZ NI @ RAASYLRSGSNAY3I AT GASHGSNAR GKAYl
understands. An additional challenge for the Collective Gallery is that it deals exclusikiely

emergent practice;, audiences will encounter work that is often experimental, and inevitably

unfamiliar, and traditional interpretative strategies may not be appropriate.

VOCAIg the Aim

VOCAL was designed to test an alternative approach to intexgwa: offering multiple voices

NI KSNJ GKIFy | aAy3atsS WHdziK2NAGFGABSQ @2A0S:
O2y GSEG 2NJF6adNI OO y2GA2yad 5NFgAy3dI 2y (KS
a panel of audience mebbers and staff met to discuss three exhibitions in detail.

I YR
LI NJ]

VOCAI the Panel

The panel included staff members that were regularly in contact with the public (interns, marketing
staff and programming staff) and audience members that were representatitreeafore Collective
audience, and who might act as advocates for contemporary art with their peers (a student, a
librarian, a community worker, an artist, and a journalist.) | facilitated most of the discussions, and,
on two separate occasions, asked $akéunro and Kate Gray to chair evaluation sessions.

VOCAL the Project

Three exhibition conversations were recorded and used to generate interpretation materials. These
discussions were preceded by workshops on the aims and formats of interpretatidripllowed by
SOl fdza A2y aSaaizya 6KSNB GKS LI ySt aaSaasSRr
tone and delivery of the materials being produced in their name. (All sessions were recorded and
edited for archive purposes. | referred to tleegecordings when structuring subsequent stages of

N>

i K

activityci KA a ¢l & ONHzOALFE (2 SyadzaNB (KIFIG AYRAGARAZ f &C
conceptions did not skew planning.)

VOCAL 1 VOCAL 2 VOCAL 3

Workshop: What is Workshop: Interpretation Tour of the Billboard sites

Interpretation? formats

Interpretation: Jason Nelson

Interpretation: Artur
Zmiejewski

Interpretation: The Freee
Collective

Materials: Headphones with
podcasts available in the
gallery; explanatory display
panel in the ghery; alternate
VOCAL handout

Materials: Podcasts available
online, with photos; an
expanded gallery guide in
colour, with plastic cover,
incorporating VOCAL essay
and a reprinted feature from
the Sunday Herald

Materials: Podcasts available
online, withphotos; an
expanded gallery guide in
colour, with plastic cover,
incorporating VOCAL essay
and a transcript of a talk give
at the Freee symposium

Evaluation

Evaluation

Evaluation

The perceived risks at the outset of the project were: the difficoftgreating materials out of a

conversation, and/or the possibility that the results would be superficial. As facilitator, | was

AdzNLINA ESR (2 FAYR (KIG GKS O2y@dSNAERIFGA2YAa 6SNB O
building blocks, | was able tmnstruct micreconversations for podcast and coherent essays for the
gallery guides. Although the essays may read as if they are written by an individual, they contain
ARSIFa FyR LIKNI&aSa RANBOGfe& fAFiSR peNdalty, thk S
panel was keen to preserve the immediacy of their conversations, as this was, they argued, what

N
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RAFFSNBYGAIFIGSR 201t FNBY (GKS dz&adzZ f WSELISNIQ Ayl
informality be maintained in the writing (ew if this occasionally meant stating the obvious), in

order to reflect the spontaneity of a first response which served as a valuable affirmation of a
GASHSNDE 26y SELISNASYyOSo® ¢KS LI ySt RSOARSR Al ol
to identify with aspects of the interpretation, but felt that a variety of voices and approaches were

needed in order not to alienate more confident viewers. Even though the panel resisted the option

of responding to pregrepared questions from the facilitatgpreferring instead to formulate their

own), their conversations still yielded a number of significant critical insights. Individual works were
addressed in detad something that had not been a feature of previous Collective interpretation. In

the case bfilm-based work, often quickly forgotten by visitors or sometimes only partially viewed, a

critical description was considered to be a valuable record of content.

The first round of interpretation materialdrew mixed feedbackrom gallery attenders, hich

suggested thasome of the Collective audience were alienated by interpretation that seemed too
didactic/indi A G dzi A2y It Ay GSNXYalgR WERdIZOF 02 ez dndlBAZER OO QF
superficial anccongatulatory in terms of contentAudience members on the panebnfirmed
externalperceptions of the gl SNB Q& A RSy (i Adpénand énprédicthbfeanll Sy i | f =
encouraged us to shape interpretation that wowddpport this, rather than conflict with it. The

podcast discussions wemoved onto the website, where they might be perceived as adventurous

NI GKSNJ GKIy O2y@SyidAz2ylts yR a4 WSEGNIQ NIFGKSNI
to be more critical of the work when appropriatghis was a controversial igs, but it seemed
AYLRNIFYyG (2 FOly26ftSR3IS 6AYy || O2yaidNUzOGABS 4 &
also felt that hearing clear and opinionated voices would give individual listeners something to react

to. Younger rembers of the panlesaid theyand their peersvere extremely likely to research an

artist online, both before and after a visit to the gallery, endorsing our decision to make the audio

material available exclusively on the gaj§l website. This was corroborated by largevdtoad

numbers (578 downloads across four months).

Thefirst Vocal essawas presenteds a complemetitcontrastto the usual gallery interpretatian
This confusedisitors,who tended topick up oneor the other, but not both Asking audiences to
compae the two modes of interpretatioifor the purposes of our researatias unrealistic, aghit
was decided that we should confitige research element of our projetd the panel and
professional colleagues

In our second workshop, the panel considered abar of forms of interpretatiorproduced by
different galleries. Several admitted thidiey rarely read more than the most basic informatian

an exhibition, where they prefdo concentrate on the work. Most were interested in the longer
essays, but uslly planned to read them after their visiThis was more likely to happen if the essay
F LILISEFNBR Ay | fSadaa WiKNRglgleQ F2NXVIG GKFy (GKS L
panel decided tdake advantage of the extriands associated witWocalto develop a new, more
substantial gallery guidend includea colour image of the exhibition, the usudhibition
introduction, the Vocagssay and asther complementaryessay(selected from outside the gallery

a newspaper feature, or a symposiumktaay) along withassociated event listings, and a selection
of relevantweb links Encountering multiple voices, both within the podcasts and across the
expanded gallery guides, was a palpable and direct extension of the aims of the project.

As well adbeing used by gallery visitors, the gallery guides and podcasts are well placed to attract
new audiences to the gallery. The gallery has no generic marketing material, and the Vocal guides
have been used at corporate events to illustrate what the gallieiss (not the least of which is
participatory projects like Vocal). There is now a suggestion that new images, and possibly film
extracts, might be added to the podcasts page, as orientation for those who have not seen the
exhibitions for themselves.

VOCA ¢ Evaluation



Audience responses to Vocal interpretation were collected in a comments book and solicited by staff

in their interactions with visitors (although the scope for this was reduced once the podcasts were
re-located online). Staffing and time mstraints meant that there was not scope for more factive
canvassing of a wider audiengsomething that would have been helpful in gauging the value such
an unusual interpretative tone.

Although audience feedback was initially mixed, there was w pesitive reaction to the new, more

varied and expansive gallery guide; and a large uptake of podcasts suggests that these have been

useful too. Although a small number disliked the format, several visitors expressed pleasure at
hearing different people idcussing the work in a range of accents, and enjoyed the novelty of a

discussion, even if they felt this might not be appropriate for every exhibition. The panel agreed that

the Vocal model might be suited to more difficult/abstract exhibitions, wheiebscame clear in

NBGONRALISOG GKFEG 2FFSNAYy3I O2YYSyYyidl NE 2y FAfYE
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Every member of the panel found participatimgconversations about art rewardirggooth

audience and staff attested to the fact that such opportunities were very rare. Knowing that they
would have to talk about the exhibitions meant that panel members engaged with the work in a
deeper, more sustainegray - expanding their own ideas, and exposing them to the ideas of others.
They were particularly gratified by the idea that, through discussion, research, and reflection, they
had palpably improved the interpretation offered by the Collective. Audienembers on the panel
FSt4G GKIG GKS LINRP2SOG 3Fr@gS GKSY |y AyaAraki
secure about going into a gallery. Staff felt better equipped to discuss the work with visitors from
their own perspective, rather than asw@outhpiece of the artist, and they enjoyed having other
people they could quote. They also felt they had more empathy with a wider range of audience
perspectives. For almost everyone, involvement in the project made them more aware of, and
interested in,issues around interpretation.

VOCAI the Legacy

CKS LI yStos (8adavyzye Ay NBfLGA2Yy G2 F NIy3s
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consideration, ad will certainly be developed and adapted in the future, particularly as the
Collective now has a field recorder at its disposal, and has dedicated space on its website for
podcasts. There is also a determination to tailor the form of interpretative actiwvisuit each

exhibitiongi KA & | LILINR I OK Aa I fNSFIR& OSyuNrt G2 GKS

review process has demonstrated just how effectively an integrated evaluation structure can
contribute to creativity and inspiration inghning interpretative activity.

The key benefit of the Engage Interpretations award was to focus sustained attention, for the
duration of the project, on matters of interpretation. Importantly, the grant enabled the systematic
review of evaluation convertions- a time-consuming but crucial element in ensuring that the

LI ySt Qa 20aSNBFGA2ya AyFtdzSSYyOSR (KS gFe& GKS

t SNKI LJA GKS Y2aid &adzZNLINR&aAAY3I yR AYyGSNBadiay3
relatively descriptivednguage, and their estimation of its usefulness, something that professionals
might underestimate. Equally important, though, was the recognition that this approach worked
best for the Collective when accompanied by other, more challenging texts. Otlegadhthusiasm

I 2t
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assembling not just conversations, but also numerous essays, sources, links and associative materials

to accompany each exhibitianthereby invting the audience to interpret, rather than handing them
a readymade interpretation.



Appendix to Vocal Evaluation Report
Exampleof resources generated through the Vocal proceBssay for Freee, How To Be Hospitable



VOCAL

This essay, put together by Kirstie Skinner, is based on the responses
and ideas expressed in a VOCAL conversation between the following
people: Emma Henderson, Rose Ruane, Matt Carter, Mel Brimfield,

Jill Brown, Jenny Richards, Siobhan Carroll, and Kirsten Body.

In How to be Hospitable, the Freee Collective, (Dave Beech, Mel Jordan
and Andy Hewitt), have made a series of billboards and displayed them
in locations around Edinburgh and Leith, as well as in the gallery.

Each billboard features the three artists in a different scenario.

In one, they stand in Brick Lane, amongst props and words that make
up the slogan dmmigrants of the World Unite.6Their expressions are
unreadable i Beech looks @ff§ Jordan seems to be sharling
something, and Hewitt smiles blankly to camera. Is this a
straightforward protest, or are they are posing? It looks like some sort
of fashion shoot, or album cover, or maybe a 1970s street performance
piece like those by Adrian Piper. The theatricality of the scene is
emphasised by their portable proscenium arch. Although it approaches
agit-prop (the genre of travelling political theatre that originated with
the Russian revolution), it seems less sincere, more knowingly
artificial. Are they really appealing to dmmigrantséto unite? By putting
themselves in the picture, they seem to &ign upéto the statement; but
the terms of the slogan are so ambiguous and broad, (and impossible to
act on), that one wonders if their dealdmotivation is veiled.

In another billboard, the artists crowd together with tea mugs that say

fl am a local outsider§ 4 am a foreign citizen§ 8 am a migrant workerd
Although their smiling faces appear quite convivial and sympathetic,
their role-play is unsettling. There is a touch of irony to these (selfcontradictory)
phrases to begin with, but as the artistséown stories are

clearly in contrast with the slogans they are brandishing, the irony
becomes almost sarcastic. Of course, drinking tea is a national
institution 1 a perfect way to de hospitabled Are the artists parodying a
builder& café, exposing the complex social mix and tensions that
underlies the camaraderie of the British workforce? Or are they
targeting the language itself, and mocking the political and cultural
institutions that use such terms to group people together and address
their supposed needs? Would anyone willingly refer to themselves in
such terms? The first impression is of strong personal statements that

are humorous and self-deprecating, but soon the phrases start to seem
emptied out, hollow.

The third billboard, which appeared in the city with text but without the
images, is arguably the most provocative. Here the artists dress up in
schlocky costumes, each representing a different stereotype: one is in
a black afro wig, one, a &ee you Jimmyo6hat, and the other wears a
headscarf like a burkha. They poke their heads through three holes that
look like stocks, or else the painted boards of a seaside attraction. It is
as if there is a deliberately failed attempt to be both sinister and
humorous. Above their heads is written: d-ight against
multiculturalism§ and below: @ommodifying your differenced This
refers to the idea that multiculturalism might be responsible for

creating stereotypes, rather than getting rid of them. Using academic
language makes this slogan more difficult to grasp than the others;

and by dividing the slogan in two, it becomes open to ambiguity i d-ight
against multiculturalism@ for instance, might also be a rallying cry for
racists.

These billboards are located on hoardings where we expect to see
advertising, or perhaps government messages. Such posters use direct
language: to sell you something, or tell you something. In such
locations, Freee® billboards appear ambiguous. For all the trappings

of a campaign, and the provocative nature of their statements, the
message remains unresolved. The artistsétrue motivations are
enigmatic, but what is certain is that with their seemingly artificial
poses, misfiring humour and their ambiguous messages, they are
challenging their audience to think again about the language of
sloganeering and activism.

@ heir smiling faces unnerve meé 6

To hear extracts from this and other Vocal conversations for yourself,
go to www.collectivegallery.net and click the VOCAL PODCAST tab.



Appendix5a

Vocal Contemporary Art Context

Note

The review material contained within this appendixes not necessarily reflethe thoughts or
position of the Gllective Gallery.The material is inabded to offer hereader additionaperspective
on the art workghat contextualises the Vocal project.



Jason Nelson

I Source: The List (Issue 591)
9 Date: 29 November 2007
1 Written by: Rosie Lesso

The Collective Gallery, Edinburgh, until Sat 22 Dec
PRINTMAKING, FILM

The Coll ective Galleryds annual New Wor k Sergtl and exh
the work of Dundee-based artist Jason Nelson. Born in the ex-mining town of Kelty in Fife, Nelson

explores how his adult identity has been informed by this upbringing. Since completing his studies in

Dundee, Nelson has returned to Kelty to find inspiration for a substantial body of work, including

illustrative etchings, screen-prints, performances and videos. In all these works Nelson documents

real episodes and stories taken from daily life, introducing us to a range of different characters along

the way.

While there is clearly respect for his hometown here, Nelson does not present us with an idealistic
view of life in Kelty; many of his stories are smattered with tragedy, alongside their delicate and dry
humour. He also presents the deliberately harsh and unromantic setting of the place, often aptly
recreated in black and white, as an ideal backdrop for the unfiltered honesty of his soap opera-like

events. At the root of Nelsonds practice then, is a f
conjured up by effective story telling, be they stories of the ordinary or extraordinary. The Collective
Gall ery promisingly describes him a sto-dagepisaadsofr a | story
l'ife in a simple truthful Scottish patter. o

extracted from

http://www.list.co.uk/article/5771-jason-nelson/

last accessed on 03 July 2004


http://www.list.co.uk/articles/issue:591/
http://www.list.co.uk/articles/writer:rosie-lesso/
http://www.list.co.uk/article/5771-jason-nelson/

Them: Artur ZmijewsKieeee

I Source: The List (Issue 597)
9 Date: 28 February 2008
1 Written by: Rosie Lesso

The Collective Gallery, Edinburgh, until Sat 22 Mar

VIDEO AND INSTALLATION

Polish filmmaker Artur Zmijewski has established an internatio n a | reputation and this f
originally shown at Documenta 12. The film is a docun
brings together members from conflicting social groups in Poland including left wing socialists, the
nationalistPol i sh youth and devout Catholics, al |l of whom h
ITbut members of an invisible majorityo.

Zmi j ewski refers to O0Themd as a Omovie about politicesea

make a proud banner promoting allegiance to their cause. But then the teams are gathered together

in an enormous abandoned warehouse space and asked to
As expected, a gradual breakdown occurs, and the film seems to finish just before physical fights

ensue.

60Them6é draws attention to the important role visual |
allegiances, where each group uses symbols, logos and collective sayings as a means of asserting

opinion or expression, the banners at times almost resembling expressionist paintings. But the

destructive power of these symbols also effectively highlights the reactionary responses from the

opposing groups, and the film is a fierce reminder of the force of visual language in political debate.

extracted from
http://www.list.co.uk/article/6722-them-artur-zmijewski/

last accessed on 03 July 2004


http://www.list.co.uk/articles/issue:597/
http://www.list.co.uk/articles/writer:rosie-lesso/
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Freee @ Collective Gallery

Written by: Daniella Watson
Published: 23 April 2008

Freee: How To Be Hospitable
Event Review

Rating 5]5]s]

Event namFreee- How To Be Hospitab
Venue Collective Gallery

Date 5 Apr- 17 May

Venue details

Collective Gallerys

Gallery, Exhibition Space

22-28 Cockburn Street, Edinburgh
01312201260

www.collectivegallery.net

The tone of this exhibition is both meaty and rousing, drawing irovéswith a catchy

simplicity reinforced by the use of primary red and blue emulsion paint as a backdrop for the
performance props and text on two of the gallery walls. Like the billboards which were
temporarily pasted at sites around Edinburgh, vivid vacesn posters fill the space drawing

double taken glances frompassery out si de t he gall erybés gl as
mighty-mighty debates that Freee aim to trigger with theiretehing billboards

emblazoned with their cheeky mugs, streetgsting, and acrobatic textly twaddle, instead

seems to be a cursory engagement with the Polish community. It all gives the impression of

well intended fun.

wn

It is hard to shake some nagging questions that pop up through this exhibition. Are these

three pad engaging in mukcultural drag because they are desperate to shape shift out of

their white bodies? Perhaps they are asking if by paying lip service to spectacular social

problems public opinion could be galvanised, prompting the Fhuahme n t e dhingsh i me, 0
can only get betteré6? For me their protest o
sits uncomfortably. ltdés hard to be convince
in the air, and leaks from the acaderartists as they shoand tell us about the

contradictions of the term, and experience of, immigration. There is something difficult to

reconcile here, and this might be, wittingly or unwittingly, the best thing about this

exhibition. [Daniella Watson]

extracted from
http://www.theskinny.co.uk/article/42546ceecollective-gallery
last accessed 03 July 2008
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Appendix6

Minding the Gap Project Report
Dundee Contemporary Arts, Dundee



Title of Project: MINDING THE GAP

1. How to identify and act upon the space between the institution's aspirations and
audiencesd6 expectations as people inhabit

2. Research Question: How can we best equip Gallery Assistants to operate in the
perceived gap between organisation aspirations for and audience expectations of, a
contemporary gallery experience at DCA?

3. Description of project: What did you plan?

We had 6 key areas to research and evaluate during the project:

1) To investigate and identify organisation (staff) aspirations for a contemporary gallery experience at
DCA. staff involved in the project wrote responses to a questionnaires and this was then compared
with DCA core mission statement and aims.

2) To investigate and identify audience expectations for a contemporary gallery experience at DCA as
part of a contemporary gallery experience at DCA. This included collation and summarising of key
outcomes from existing audience research data for DCA gallery from SAC funded Audience
Development Project (sources MHM 2004 and Scott Porter 2007), from DCA Marketing questionnaire
comments about exhibition experiences(completed with visitors for each exhibition since 1999), from
focus groups from current gallery visitors / non-visitors with current Gallery Assistants (not yet
undertaken) and from specific questionnaires to be completed by Community & Education
groups/individuals making a gallery visit during the period of investigation. This is currently being
collated into a GalleryAss i st ant sé handbook.

3) To identify and discuss any 'gap' between 1) and 2) via combined staff think tank sessions®.

4) To investigate and identify organisation / staff understanding of what DCA offers as ‘interpretation’
as part of a contemporary gallery experience at DCA . Regular 'Think Tank' sessions on Mondays
were held open to all DCA staff and Gallery Assistant staff rota'd in on paid hours (first one was held
at Sensation Science Centre to explore interpretation from the perspective of being a visitor; the
following three had no external speakers as planned, staff had so much to say we didn't need an
external voice at this point. Other 'think

tanks' were held on 'what is a tour of DCA', Reading Artworks, ways of engaging folk with artworks,
what do we mean by 'interpretation?' and Gallery Assistants' role how to communicate it and what tool
can help support it?)

5)To identify how Gallery Assistants are currently equipped and supported at DCA - collation of
existing procedures and documents by Andrew Dodds, current GA CoOrdinator , re-iteration of job
description (via ongoing pay review at DCA) plus desk research on how other contemporary galleries
train and support public facing gallery staff by Andrew Dodds.

6)To identify how best to equip Gallery Assistants for the future at DCA via think tank session on what
an 'ideal' training package for the future maybe as a result of the above activity.

Information from these 6 areas of research activity is available from Sarah Derrick at DCA.

4. What actually happened?
This has been outlined via the above 6 areas in summary form. Basically the project and action
research process was introduced to staff via discussions and the exploration of the key areas above.

From this we developed new common understandings across staff teams from which to approach
the research question. Monday 'think tank' sessions were used to involve as many staff as possible in
regular discussion based on the above and to identify clear actions/objectives to be delivered and
evaluated.

3 Examples of Think Tank Sessions in Appendices 1 and 2.

t

he



From this we hoped to reflect on and develop our practice, reiterate DCA core mission and aims,
answer the research question and build outcomes and process into future staff development,
induction and programme delivery.

5. Who was involved?

Gallery Assistants: Julie-Anne Delaney, Louisa Preston, Lindsay Mathers, lan Stewart, John Louden,
Andrew Dodds CoOrdinator

Graham Domke, Curator; Ewan Wilson, Gallery Manager; Richie Cumming, Education CoOrdinator;
Caitlin Lewis, SAC Visual Art Education Trainee; Val Norris, Exhibitions Assistant; Sarah Derrick
Head of Education; Clive Gillman Director;Jan McTaggart Head of Communications. At the time of
writing Judith Winter our new Depute Director/ead of Programme was unable to participate owing to
family circumstances.

Sarah Derrick and Andrew Dodds acted as Research Project CoOrdinators.

6. FINDINGS
Here is a brief summary of our findings under each of the 6 key areas outlined in section 3;

1) To invesigate and identify organisation (staff) aspirations for a contemporary gallery experience at
DCA . We found a common language and desire for visitors to be ‘comfortable’ in the gallery but also
to be ‘challenged’ . These two were the most mentioned words (5 out of 10 responses mentioned
both together) - 'engaged’ 'discussion’ ‘'Talking' were also shared (4,4 and 3 out of 10) -
‘educational’ or ‘educate’ was mentioned 3 times .

We felt that this research demonstrated a common understanding that we have many audiences with
different needs and motivations for attending and that this will change with each exhibition. There was
a common thread referring to presenting artworks or an experience to take visitors out of the every
day, to offer something more on a spiritual, intellectual and visual level. This was encouraging for us
as a team.

Andrew Dodds' summary: A a) We want our visitors to b
able to spend time with and thinking about the work Enjoy their experience in the gallery Whilst also

finding the experience challenging and possibly educational b) What do we think are our visitor s

expectations for their experiences in the gallery? (based on our experiences of dealing with visitors)

We think our visitors expect to; find fAarto that s 1
of gallery; find some kind of escapismfrom t he everyday; see things that ar
DCA s galleries before; see something of very high qu

some local artists; experience something different; see something that is beyond their technical
abilities; enjoy their experience in the gallery but also acknowledge that for some visitors they have an
unplanned visit and may simply be passing through wit

2) To investigate and identify audience expectations for a contemporary gallery experience at DCA as
part of a contemporary gallery experience at DCA . What we found useful was to think about the
notion of a sliding scale along a spectrum of expectation from one end of independent, informed and
confident visitor a) "At an early stage before | will have really made up my own mind...I will allow the
print to mediate my experience. And that is all the stuff's doing. Getting between you and the actual
immediate experience of the art." through mid-point interested but wanting support visitor b) "Some
more background information would be good/useful. A general introduction to what (the artist) is trying
to achieve. I'd like to have something to support what I'm thinking" to to the other extreme of lacking in
confidence and experience and showing signs of frustration as a result visitor ¢) "What | found quite
disturbing was the almost total absence of any explanation as to why somebody have been
selected...what the thing was supposed to be about, what the meaning was. | suppose I'm almost
totally illiterate when it comes to interpreting modern art | need help and it wasn't there." (Source:
Morris Hargreaves Mclntyre commissioned audience research for DCA 2004/5)

Visitors do generally expect something in print (map, plan, introduction, information, artists' details,
what is in the show). Visitors don't always expect to be able to talk to someone in the gallery; in the
majority of cases the expectation is that the person in the gallery is the ‘guard’. We also
acknowledged that DCA does not actually publicise the interactive/interpretative role of Gallery
Assistants anywhere, so how do visitors know that chat and interaction is available in the gallery?



3 To)identify and discuss any 'gap' between 1) and 2) . DCA doesn't state publicly that Gallery
Assistants are available to chat to about the show and that they are knowledgeable, practising artists,
graduates, often having been involved in the exhibition install and met the artists/curators and
therefore could be a great source of information and ways of 'getting into' an exhibition.

DCA doesn't publicise the Information Room/Space contents and because this lies outside the gallery
there is no obvious connection with the Gallery Assistants unless they direct visitors to the space.

We assume that visitors know what the space is for and how to get the most out of it. - we don't have
a visitors' or comments book that could be a support to visitors. Exhibitions often lack seating in the
gallery owing to the nature of the work or exhibition layout. This was mentioned significantly in the
data and would add to the notion of making visitors feel welcome and 'comfortable’.

Not really a gap but a useful distinction - in analysing written comments from visitors and gallery
assistants/education team about gallery experience we agreed that what visitors expected and then

stated they needed was : INFORMATION, CONTEXT (greater depth and reason why) and

WAYS IN (or HELP). In fact there were a number of comments to the effect that visitors did not

want too much print or words, they wanted the former to be available if needed, discretely and in a

variety of forms (Source: written comments from DCA visitor surveys from the gallery for each

exhibition since 1999)*. We are now looking at how Communications team. Community & Education

team and Exhibitions team deliver 6éinformatiod, Ocont

This also brought up how visitors can struggle to find a piece of printed information about an
exhibition even though it is presented in a perspex wall holder on an outer and inner wall of the
gallery. (NB. We have documented e.g.s of people also looking at 2 leaflets being offered next to
each other). The issue of being clear about what is available - gallery plan, map, guide, general
introduction, contents list, curatorial summary, artists' background, artists' introduction etc. is being
discussed currently.

4) To investigate and identify organisation / staff understanding of what DCA offers as 'interpretation'
as part of a contemporary gallery experience at DCA. See following Appendices 1 and 2 (DCA Think
Tanks) for full report of staff discussion.

We had great discussions that however did show up a 'laziness' in our use of the word interpretation
to describe what we offer visitors. Following discussion of analysis from visitor data (Sources: SAC
funded Audience Development project research by Morris Hargreaves & Mcintyre 2004 and Scott
Porter 2007) we did agree that INFORMATION, CONTEXT and WAYS IN would be a more useful
and specific language to use for talking about and thinking about DCA's interpretation offer to visitors.
Whether this were made public or used internally is still being discussed.

See also 3. This also led onto discussion about how visitors have to navigate to the gallery entrance
via numerous obstacles and other pieces of printed material relating to other aspects of DCA
programme depending upon which entrance to the building they take - reiteration that a broader
context for DCA exhibitions experience for visitors IS being located within a contemporary arts centre.
More discussion may be needed here for DCA to explore / evaluate this.

5) To identify how Gallery Assistants are currently equipped and supported at DCA - GA appraisals
were undertaken by exhibitions Curator and GA CoOrdinator . Outcomes from this process indicate
that the current induction procedure for new GAs is adequate but now needs to include aspects of
dealing with the public (and sometimes difficult or challenging public), ways of engaging visitors and
passing on information and context.

That GAs all value their role very highly and would like more engagement with DCA exhibitions team,
Community & Education team, and Communications team to understand more about curation,
delivery of the overall programme and engaging with visitors and artworks.

That GAs would like to formally work within DCA Community & Education programme to deliver talks,
tours, workshops and projects ongoing to support their role and gain confidence in dealing with a
variety of people and ages.

* Example of Visitor Survey Information in Appendix 3



6) To identify how best to equip Gallery Assistants for the future at DCA . Following desk research
and questionnaires mailed to other contemporary art venues in the UK it is obvious that there is no
existing useful model for DCA to use in developing this area of work in the contemporary gallery
sector in the UK. So from the action research process we have dropped, for now, the idea of pairing
Gallery Assistants with groups of visitors/non-visitors in favour of a concentration on achievable
actions internally to develop existing tools and support.

At 31 July we have the following MINDING THE GAP ACTIONS to be delivered as key strategies
and tools for supporting the role of Gallery Assistants ;

a) Exhibition briefings with GAs and internal communications to be planned and put in calendar
for the year (AD/GD)

b) Gallery Assistants are now to be involved in the planning and delivery of Community &
Education Programme activity year round (SD/CL)

c) We are developing new training/induction for GAs with all the above research outcomes and
source material included (AD/GD)

d) The Information Room is being re-designed to have visitors book and a GA research station
with a macbook on-line to help with enquiries, accessing DCA artists archive material, useful
web resources/catalogues for both their own support and for engaging with visitors. (ALL)

e) Gas will be involved in researching, developing questions, writing or suggesting written
materials for exhibition support with Graham Domke, Curator and Judith Winter, Head of
Programme. (GD/JW)

f) The outcomes of think tanks and summarising visitor feedback on the DCA gallery experience
from this project will form the basis of a new Gallery Assistant 'HANDBOOK'ongoing that will
grow with the addition of material and GA feedback wfrom each exhibition. (SD/AD)

g) We are undertaking an internal restructuring of print production and development (publicity /
exhibition guide / interactive print) based on the outcomes that visitors actually want
INFORMATION + CONTEXT and 'WAYS IN' or 'HELP'. So we may well stop using the term
'interpretation’...(Judith Winter / Jan McTaggart/ Graham Domke/ SD)

h) From July the DCA Guide and website will publicise the interactive role and experience of our
Gallery Assistants to exhibition visitors.

7. Challenges

In working with a large number of staff working full-, part i time and shifts co-ordinating information
and time has been an issue and hence we have over run the deadline to complete the project. Also in
2007 DCA welcomed a new Curator, new head of Programme and SAC Visual Art Education Trainee
and in 2008 Education CoOrdinator and a Gallery Assistant left for other jobs.

Prioritising time to reflect on the research question across staff teams with the multiple and pressing
priorities attached to delivering and marketing a multi-arts programme has also been a challenge
however this project alongside ongoing audience development research at DCA has reiterated for us
all a keen focus on visitor experience, expectations and appropriate support to our staff.

Addressing issues of who is best placed to deliver texts, printed material, images, information,

context, ways in and O6helpbd across Communications t eas
exhibitions team) and Community & Education team is not an easy task. From the project and ensuing

discussions we are now much more committed as staff teams to work in a flexible way and not have

permanently fixed roles. We have recognised common aspirations and acknowledged common

language however, it is always a fine balancing act t
institutional objectives. We feel very strongly now that people, our staff are our strongest interpretative

tools.

Evaluating the outcomes and actions outlined above in point 6. are also a challenge. We can formally
document and evaluate with staff via appraisals and team meetings any positive benefits. In terms of



evaluating the knock on benefits or otherwise for visitors to the gallery there is an innate difficulty in

having a 6controld or mean | evel established before t
heavily on written comments from visitors in the building and will also be launching an online

comments/feedback facility with DCA website from August 08.

Retaining the value of the research at DCA obviously lies with the retention of staff but also in how
well we embed our practice within the organisation.

8. Value of the project
As we are still working with the model of action research, think tanks, and working on the actions in
point 6. it is hard to give a true value here. The main values currently lie as follows;

For Gallery Assistants 1 the project has raised the profile and status of what they do across DCA staff
teams, and emphasised their individual experiences as artists/makers. A few myths have been
dispelled and the integration of the GA team into delivery of Community & Education activity with each
exhibition adds a personal way in which each GA can develop confidence and engage with each
exhibition, thereby supporting interactions with other visitors to the gallery.

For DCA staff teams i it has developed team working, common understandings, reiteration of core
aims and gave a focus that will be ongoing beyond the end of the project. Staff enjoyed the think tank
session and having time to think. Time to reflect has also enabled us to realise that we have areas of
good practice and great expertise within DCA as well as areas that need developing or improving.



DCA Project Report Appendix 1

engage Interpretations Project
Think Tank 2 : What is interpretation & why do we have it?

What do we (DCA staff i list) think it is?
féthe | ink between the artist + the public,alénhe cur at
assistants + public. I't varies dependent on who and
rather than dictation. It should answer AND ask questions of the work, motivations of the artist and

should be open ended. 0

Aféi s what i s ieleeandtlecavork (tolerablewisitors to get the fullest possible experience
from viewing an exhibition)é. o

féis: background info / breakdown of content [/ arti st
opening up a path and how to approach a subject/te x per i ence or event. 0

féthe ways we help our audiences connect with the art

féaims to create pathways between the person and the
understandings. 0

Aféinformati enwaysoafeghgaging with artworks/ exhibitio
AfThe materials/texts between the viewer and the exhib
Al nterpretation is a personal thingo

Why do we have O6interpretationd?

ATo br eakdown i basedpn adeliaf that art canrenrich the individual. To diminish some
of the alienation between the person and the art. To encourage critique, to assist a person in forming

opinions/learning but this is in danger of being inhe
t o mak e tencdvalid/woethwhile. Interpretation makes the art into art not just objects.
Mystifies art whilst also demystifying it. Doubl e bi

iBecause some of our audiences rely on us to help the
engaging/connecting with the exhibi t i ons . 0

AfBecause some people expect that contemporary visual
further explanation before they will be able to engage 1 to help people overcome their perceived
barriers. o

ATo try to give anofwhydomehinegekiste whpré incanaetfrong what it is and

what is trying to do. o

fifTo give a possible starting point, i f wanted, for f ul
AfwWe have it to help them(visitors) to be aimd e to fin
context, how artworks can have significances in whate
AfBecause we are publicly funded to provide interpreta

What in our experience/perception in 2008 at DCA do we think visitors want from interpretation?

AiTo get something out of it (educational, soci



=13

=13

=t

-

fi

I nsight into

To find the reason
To enjoy itbo

To see

hey will value. 0
What it is, what i
Visitors maybe want

on show. 0

art -alr tt hsep eacritawarsltd.) . (0OFor

t hat

this is

ar

t.

0

non

or exper i enc eowsmakiegtaliliies fgsonethihgwepetiah/ clevierehat

mad e

to

of ,

val i dat e

how

t

6s

their

mad e, w h

own

Also folk want to be able to talk about the experience/the art/the artist/the DCA to others.

Some
maybe that it does have meaning .

What do we think about us i

fi

fi

=t

=13

Vi s

a

itors

usefu

want

ng

t he

o know

t hat

contemporary Vi

term 6interpretation6?

banner . o

under stand

y it

sual

0

S

experience

a

whati sitt oneanasdlstamast fiomt er pretati on

define

what w e

ar

e

doing inte

becauseiint¢rgfiet adfi oenisna persomad

choose to

i ke it

get tangl ed
need to be

up with the

used

external

y

or

curatori al / ar

publicly

rnal

Y

vihewg.

tist

as

P

C



I f money/ resources were no obj aptr ewhnati omo wifd etre atth e Ci

A library on site T publicly accessible.

Arti st s o1 moreways ofidieatlysaccessing their experiences.

Discussions/Q&A sessions/asking questions and gaining opinions i then showing these publicly in
DCA (postcards, visitor books, video booths, vox pops)

Taking discussion/activity out to pubs/community sites (with artworks?)
Workshops with artists on how they make their work i a demystifying process
Ways of encouraging people to approach artworks/activity ongoing

Web/video access to the installation process and development of an exhibition

A basic info guide to each exhibition with extended reading / audio guides / additional activity i all
optional i soft ways of engaging with artworks

Re-think and redevelop the Information Space on Level 4

Brief all staff across the building well in advance about up coming artists/exhibitions and offer every
staff member a tour of the exhibition

Advance information about each exhibition in whatever form it was most suitable/appropriate 1 tailor
per show

Develop and expand Tea Tour & A Blether &
Full time staff working on interpretation 6éoffero6é per

talking interpretation for each show in addition to current GAs.

SD Feb 08



DCA Project Report Appendix 2
engage Interpretations Project

Think Tank 3

How do we define DCAG6s aspirations for visitors

And

What do we think are our audiencebs exped&tations

(Source: written responses to a questionnaire to participating staff at DCA June 2007)

We want our visitors to be

Comfortable

Intellectually supported

Feel able to spend time with and thinking about the work
Enjoy their experience in the gallery

=A =4 =8 -4

Whilst also finding the experience challenging and possibly educational

We think our audience expects to

T fimdo it hat 6s | i ke fartd theydve seen before, maybe
91 find some kind of escapism

1 seethingsthatarel i ke what eninBPGQAOve gaél eries before

1 see something of very high quality

1 be shown artists they can relate to, ie. some local artists

1 experience something different

1 see something that is beyond their technical abilities

1 enjoy their experience in the gallery



DCA Project Report Appendix 2

Dundee Contemporary Arts

Visitor Information

Pale Carnage
Saturday 7 July 2007 1 Sunday 2 September 2007
Days open: 51

Total Attendance 3230
Number surveyed 96 (2.97%)
For comparison previous exhibition 271 (5.10%)
Average Daily Attendance: 63

For comparison:
previous exhibition Peacocks Among The Ruins

Friday 27 April 2007 i Sunday 24 June 2007 99
Similar time slot last year Where The Wild Things Are
Friday 9 June 1 Sunday 13 August 2006 97
Area % extrapolated total no. visits (gallery)
Dundee 62.50% 2018

Fife 7.29% 235
Aberdeen 3.13% 101
Perthshire 3.13% 101
Edinburgh 5.21% 168
Glasgow 3.13% 101
Scotland other 2.08% 67
England 2.08% 67

Ireland 2.08% 67

Wales 0% 0

World 8.33% 269

Not all number surveyed gave postcode details

Frequency of visits

16.67%: first time visitors
17.71%: lapsed visitors who have visited in the past but not in the last year
65.63% repeat visitors who have visited at least once in the past 12 months

Visitor Comments/



Visitor Comments

Very confused. Not too sure

Good would like to come back and spend a bit more time

A slightly disjointed and sporadic show

Some nice works

Liked the film

| like this exhibition a lot, especially the crow one

Interesting, think it will take a while to figure it out.

Interesting, like how there's a lot of ideas and themes between the works

Very interesting, lots of exciting materials

Very interesting liked the morse code light

Quite a dark exhibition, nice

Excellent

That was good

By putting up this warning - you are censoring this exhibition. Surely this is the nature of art? You're
censoring art. That's tame. That's censorship!!

Not sure | understand any of it!

A strange mix of ideas

Very good

Some things felt out of place. |found it hard to understand

Challenging. I think is the word, it's the kind of show | will need to come back to a few times,
and do some reading.

Hard to understand, | needed some help explaining some works

Makes me feel a little bit uneasy, need to come back again but at the moment it feels quite jarring,
dissonance between works. Like the levels of interpretation | can have with the works
Really hard to say, interesting but just here to pass the time waiting on a film to start.

Possibly my favourite thus far inc. the history of Dundee Contemporary Arts

Interesting

Need to read more about this one

Different

A bit of a sporadic show

Interesting

Absolutely pathetic, arty farty junk

A nice attempt at some difficult ideas

Really interesting. Amazing all the ideas artists come up with

I've just seen the Indian film downstairs and I'm not really in the mood for this.

A bit of a difficult show

Too clever for us

Different. Unholy and decadent. Sometimes all at once

Definitelyd i f f er ent . Dond think it really works as
Doné r e al-ldgesnlt dolargthinglior me. Keep hoping something in here will eventually work
for me. Keep waiting.

A hard show to understand

He liked the sound on Mark Lekin's piece

"Interesting, cant quite see all the links between the works"

Very intriguing. Need to think some more about it. Will visit again

Found it quite inaccessible and questioned the state of the contemporary artist in relation to their
endeavour

Initially confused but felt happier after discussion with staff said he found it a rewarding
experience

Nice work individually but collectively | feel it doesn't work as successfully

Brilliant. Weird

Really don't see what it's getting at

Well thought out. 1 like it

I'm here for golf for my husband but I'd heard about DCA and wanted to see for myself. Not
Quite like it. See the occultish undertone. Bit sinister, but a little sparse and some work seems out of
place with rest of exhibition

It's okay if you like that kind of thing

Like lots of loose ends - doesn't gel.

Brilliant, so interesting

"I really like it, wish | could come again

Reflects the disjointed nature of the day

Very theatrical

say.



Confusing

Well hung

Great. Little sparse but interesting

Quite good. Not what | usually like though

Really enjoyed the video - parade it was excellent

Brill, more of the same

| suppose you have to be 'arty' to understand this. But some of it is enjoyable to look at.

Not for me but | appreciate what DCA does

Random. Fairly interesting, not sure it comes together though. Bit disappointing actually. Had high
hopes for this show

Unusual space. Like gallery more than exhibits, I'm afraid, this time

The space around the objects is the best part. | really love the space some nice shapes, but | don't

understand it all

I'm glad | came, I've been enlightened. You must have to be such a complex person to be a modern
artist these days



Appendix6a

Minding the Gap Contemporary Art Context

Note

The review material contained within this appendpbes not necessarily reflethe thoughts or
position ofDundee Contemporary ArtsThe material is inaded to offer he reader additional
perspective on the art workihat contextualises théinding The Gaproject.



Interview - Matthew Buckingham

I Source: The List (Issue 594)
1 Date: 17 January 2008
1 Written by: Alexander Kennedy

Alexander Kennedy talks to Matthew Buckingham about his new
film installations at DCA

AK Tell us about the work you are showing at DCA.

MB The three larger projects on view at the DCA are each organized around some of the questions

that arise when we | ook at t he phbwartedtolbagiowith bacht he s hape
figureds relation to themselves and try to reconnect
importantly, to our own time.

AK How would you describe your relationship with the idea of History?

MB Whether or not we like it, or are even aware of it, we are constantly interpreting our past in order
to navigate the present. Il 6m interested in what happe
self-conscious categories of history.

AK Would you say that Artis the truthto Hi st or yds | i e?

MB By approaching something historically we are looking at it dynamically, over time. That usually
means looking at a span of time outside of our experience which, in turn, means we must interpret. In
that way we begin to make an argument of some kind. Bringing non-fiction narratives into the art

context highlights this contract webve made with narr
critical position, where the responsibilities of interpretation are more obvious. | almost never employ
fiction in my work, but the fact that itds seen in trh
caution.

AKYou have previously said that the cinema is a 6pl ac
gallery?

MB Yes, thereisamuch-r e mar ked corol |l ary of -cdanlelugad ad whiytdbe bceu brveele |

6bl ack b o x 6ternfhsnshaisarttof surnogata-cirtema). There are differences, however, that |

find important-differences of space, time and mobility. As art viewers we retain a different control over

how we engage with the work. We decide how we move through the space and how much time we

will devote to the work. We are more aware of our 0Oed
connection with the physical place (gallery, city, region) that we are in.

DCA, Dundee, until Sun 20 Jan.

extracted from

http://www.list.co.uk/article/6122-interview-matthew-buckingham/

last accessed 04 July 2008
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Camilla Low: Straight LetterSeeee

I Source: The List (Issue 596)
1 Date: 14 February 2008
1  Written by: David PollockComments (0)

DCA, Dundee, until Sun 30 Mar
SCULPTURE

Despite receiving her education at Glasgow School of Art, this is the first major solo exhibition in the
UK by Norwegiansculpt or Cami |l la Low. With this in mind
DCA is hosting it, because her boldly-coloured sculptures work perfectly in this open space, with the

gal l eryds sun blinds open to allow extensive n
The colour, shape and the precise fabrication
all ows for both for mal consideration and aesth
concrete, wood and metal, the former hewn into identically-sized squares of a few inches each in the
onsite workshops. These are piled four or five high, and selected surfaces are painted yellow or black,
obscuring our view of the materi al invol ved. F
might be flimsy, fragile plastic.

With segments of wood sliced into pieces, sepa
60Annalisadé), this sense that hard and function

colours is accentuated. That each piece here is also devised as an interesting kind of visual puzle
simply adds to the entertainment value of viewing them. Among some of the more striking examples
of this technique ar e -paiRt@dmetal agbares frungdren fioa t® cedirfg ard |
linked at their corners by pl ast-tourdd peosges trianges d
with one end of a metal bar threaded through their centre. Each of these is balanced in state with a
lightness which belies their physical properties.

Yet, itds the |l east obtrusive work which most
Steel 8, a square sheet of met al painted the sa
exercise in camouflaging the very physical nature of objects using formal trickery of colour, light and
balance, and a very successful one at that.

extracted from
http://www.list.co.uk/article/644 7-camillalow-straight-letters/
last accessed 03 July 2008
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Appendix7

Reach Out Project Report
Pier Arts Centre, Orkney



engage

IO INTERPRETATIONS
PROJET REPORT i THE PIER ARTS CENTRE, STROMNESS, ORKNEY

1. Title of Project: REACH OUT
Descriptive subtitle:

The time frame of the project dictated that the main audience for the project would be
a local audience. Through the winter months i November to April, Orkney, like many
more remote and rural communities that have a large tourist/visitor season through
the summer seasons 1 turns itself inward and activities and events take on a more
local and community focus. A further determining factor in developing the project is

the Pier Arts Centreod6s dwual fpermaent on as gal l ¢

Collection plays a key role in the project not only as a means of setting a context

from which to view contemporary art and the

(

a more direct interpretative adntlaettadtionalAppr oacl

methods and new technology, text, spoken word, practical and contextual workshops
and events.

2. Research Question:

6What interpretation strategi es ecpcaumagewe dev el

and maintain interest from alocally-based audi ence?0

3. Description of project:

Context
6éédcattered rur al popul ation and isol ated
are very high in percentage population and visitor terms. This underlines the

(

integrated nature of the endeavour and highl:.

and cultural development in a precisely defined geographical aread
Pier Arts Centre Feasibility Study, Peter Davis, Mike Sixsmith, Sutherland Hussey
Architects, September 1998

Background
The project is set against the recent refurbishment and extension to the Pier Arts
Centre. The Feasibility Study commissioned by the Trustees of the Pier Arts Centre
in 1998 (Peter Davis, Mike Sixsmith, Sutherland Hussey Architects) identified many
issues that required addressing if the Centre was to continue to care for its Collection
and deliver its ambitious temporary exhibition programme into the 21 century.
The refurbishment of the Gallery, which re-opened in July 2007, addresses both
physical and intellectual accesstot he gal |l eryb6s buil dings
The issues addressed concur with those highlightedby Heat her Lynch
Mapping Interpretation Practices in Contemporary Art (May 2006) and identified as
Obarriersé that exist throughout museums
contemporary visual art.

an
0s

Framing the Research activity

Nearly30yearse x peri ence, supported by visitoros
surveys and informal & anecdotal reporting from gallery staff, indicate that in general

once the visitor is in the gallery their experienceiso n e soufr préi sed6, odel i ght

0i nf ordmelpfulnessari knowledge of staffd
In the main very few visitors complain or comment that gallery interpretation is
inadequate, inaccessible or overly laden with art speak. Comments are again



generally very positive about the range and quality of interpretative and supporting
material. The knowledge of front of house staff is regularly commented upon.

This suggests that the barrier is not necessarily in the gallery itself i but outside, that
perceptions, especially with the local audience, are the issue that needs to be
addressed.

Question: What is the gallery about and who is it for?

Visitor and Marketing surveys identify the following views in the local community:

a) Believe gallery is mainly for tourists

b) Only one visit (accompanying a tourist/visitor) is necessary

c) Unsure of the relevance of the O6Col |l e
d Perception that contemporary art is 0

Given that the focus audience would be a locally based one, interpretation therefore
had to extend beyond the confines of the gallery and the area that the action
research should concentrate on needed to include audience development, marketing
and outreach.

The starting point to establish where action research would most usefully and
purposefully be directed was based on examining existing interpretation
strategies/methods andre-e x ami ni ng Heat her Lynchoés report.

Extract from Interpretations: Stage 2 Application

Referring to Mapping Interpretation Practices in Contemporary Art, Section 5.2
Moving Forward i key areas for further research, we believe that when fully
developed our project will at some level have addressed the five key issues
identified. Within the areas of Interactivity, Audience-generated artwork and
Language there is potential to explore these in relation to the specific issues of
Space and Partnership.

Space 1 The recent refurbishment of the Pier Arts Centre offers considerable scope,
both in its concept and design, to explore and experiment with the range of
environments experienced by the visitor.

Partnership i The re-generated Pier Arts Centre has been a key instrument in the
Stromness re-development planning process. This project would aim to continue our
involvement with the organisations that form the Stromness Redevelopment Forum,
whose main aims are to promote business and community activities for the
betterment of Stromness and surrounding areas, as well as provide facilities and
services for the benefit of its members.

PLANNING

Having identified that f hwwdkweencaumgeect was 06t |
audience over the doorstep? i a series of activities and events, were planned,

supported by publicity and follow-up local media coverage. The activities and events

took as their focus three main strands, the PAC permanent Collection, the temporary

exhibitions programme and the recently redeveloped gallery buildings. We also

maximised the opportunity to work with other partners, especially non-arts

organisations.

The programme of activities and events would allow reassessment of existing
methods of gallery interpretation with new audience groups and identify gaps and
need for new approaches to be adopted.

Extract from Interpretations: Stage 2 Application



A minimum of 8 workshops with differing remits would take place, each aimed at
different sectors of the local audience, designed for different age groups and levels of
interest and experience, for example

Pier Group (our on-going programme for 16-18 years)
Artist Support & Mentoring Group (working with professional artists)
Community groups (eg partnership with local library)

A minimum of 8 talks/events with differing emphasis would take place delivered by
PAC Staff and invited speakers, for example, the principal architect of the
redevelopment project.

Other areas for investigation:

Since re-opening, gallery spaces have been used as meeting venue for a variety of
outside, non-arts organisations

Revision of Recognition Scheme application papers for possible publication and
research

Visitor survey of local organisations and individuals, Youth clubs, Day Care Centres,
Or k n ey 6HomdsaSWRI

RESEARCH ACTIVITY

A programme of talks, activities and workshops was developed that encompassed
aspects of both the Collection and Temporary programme. It covered a wide range of
ages with both targeted groups and open events.

REACH OUT EVENTS & ACTIVITIES
PAC Collection
Margaret Tait Film Archive
Nature of activity/event: A series of workshops that take as their start point
the Margaret Tait Film Archive. Through working with locally-based filmmaker
and Education Officer the group will create individual short films.
Targeted Group-SpentRublicEvent: Pier Group (16-18 years)
Partner: Orkney Library & Archive
Outcome: Audience generated artwork, Interpretative resource
Date: (to date 5 workshops) Nov-April
No of participants/audience: 8
Interpretation material produced NB This project is still on-going

LOOK

Nature of activity/event:

A series of gallery and school based workshops for Class 1 Dounby School

that looked in detail at the PAC Collection and the work of the gallery staff,

culminating in a gallery event for parents and extended family.

Targeted Group-Open/Public Event: Young parents and extended families

living out with Stromness area.

Partner: OIC Education Department and Dounby School

Outcome: Audience generated interpretation and artwork.

A A series of interpretative materials were produced to accompany the
exhibition of pupils work.

A Working over several months, pupils built up knowledge, experience and
enthusiasm for the project, this was supported by parents comments at
the event and by the number of visitors returning specifically to see the
project.

A A schools resource is in the process of being developed for other schools
to carry out a similar project.



Date: 3 workshops,1 gallery event March 2008

No of participants/audience: Class 1- 19 pupils, Eventi 73

Interpretation materials produced: Wall panel, catalogue, video display,

hands-on activity corner, guided tours

COMMENT: This project had a number of aims

a) audience development

b) working with OIC Education Department

c) devel op resources for the 6Curriculum f
d) provide project for SAC funded Education Traineeship

e) develop a range of interpretation materials with the children

Storyquest
Nature of activity/event: Storytelling Event with professional storyteller, who
used artworks from both the Collection and the temporary exhibition as a
means of introduction to and backdrop to traditional stories.
Fargeted-Group-Open/Public Event: Families
Partner: Orkney Library and Archive
Outcome: A refreshing approach and new insight to the artworks that could
be developed for future gallery tours by staff
Date: 3 November 2007
No of participants: 21

Artin St Ives from Turner to the Modernists
Nature of activity/event: lllustrated Talk by Susan Daniel McElroy, former
director Tate St Ives, and former Head of Visual Arts, SAC at early stage of
PAC re-launch project.
Fargeted-Greup-Open/Public Event:
Partner: N/A
Outcome: Providing insight into St Ives artists and drawing out parallels with
Orkney.
Date: 5 June 2008
No of participants/audience: 26

Temporary Programme
His Angry Ghost
Nature of activity/event: A series events focussing on the temporary exhibition
6Hdi Angry Ghost 6, new work by Colin Johnst
A Artist talks:
A Leading Light: Childrends workshop
A Media coverage

Targeted Group-Open/Public Event: Talks 3 x targeted groups (HE Students,
16-18 years, 5-11 years. 2 x public talks.

Workshops 3 x targeted group (5-11 years)

Partner: N/A

Outcome: Material and resources suitable for coverage in local press and
radio

Date: 8 February-4 April 2008

No of participants/audience: 61

Interpretation material produced: Wall text, Leading Lights gallery guide,
Notice board with press coverage and HE student essays.

COMMENT: An exhibition of workthatc oul d be seen as being 6
6 c hal | iethegitish aljsé had misconceptions about interpretation and had
anxieties about what form it might take.

Lead Astray
Nature of activity/event:



A Artists Walk and Talk: Lead Astray shared sculpture by Bill Woodrow and
Richard Deacon

A Schools workshop: Contextual and practical workshop Primary 7 pupils
Papdale school

Open/Public Event & Targeted Group

Partner: N/A

Outcome: Return visits to exhibition

Date:18 April 2008, 29 May 2008

No of participants/audience: Talk 34, Workshop 11

Interpretation materials: Wall text, catalogue, pupils work/photographs

Non-Arts Partnerships

Treasured Places
Nature of activity/event: Part of a national series of workshops celebrating the
centenary of the Royal Commission for Ancient and Historical Monuments for
Scotland
Fargeted-Greup-Open/Public Event
Partner: RCAHMS
Outcome: non-arts organisation making use of gallery facilities and PAC
experience of managing projects of this type.
Date: 12-16 November 2007, 3x workshops, 1 public event
No of participants: Workshops-12, Public event-32

Orkney Retired Teachers
Nature of activity/event: Venue for twice-yearly meeting of local branch of
Retired Teachers Association. Gallery tour

Targeted Group-SpeniPublic-Event
Partner:
Outcome:l ncr eased awareness of galleryds acti

section of local community
Date: 21 May 2008
No of participants: 42

Starting Well/Playing Well
Nature of activity/event: Providing a range of art-based activities at a one-day
event organised by Childcare Partnership to highlight the benefits of play to
young parents
Targeted Group-Open/Public Event: Open event for young parents
Partner: Childcare Partnership
Outcome: Profile for gallery and opportunity to increase awareness of
gal | er y 6 syoungcparénts.i ty t o
Date: 27 October 2008
No of participants: 65

I n addition to these s peegoihgpcogramneecrot Family dags, gal | er vy
visits from and by schools and community groups contributed valuable information
and feedback to the action research.

During the period of the project

Activities and events: 70

Participants: 1174

PAC Refurbishment and New Buildings
Gallery Reception and Retail
Layout of shop and reception: Street presence was an issue that the
Feasibility Study identified as something that the redevelopment should
address. A new frontage has been created that allows a view through to the
g a |l | pier whers a large Barbara Hepworth sculpture is located. The new



frontage doubles the street presence of the gallery with a large glazed

entrancegivingvi si tors a c¢cl ear message of whatds
Reception: Dedicated and informed front of house staff greet visitors with a

range of information that can be distributed to visitors. Front of House staff,

through their induction and training, are quick to ascertaining the level of

interest of any gallery visitor and are skilled in attending to individual need.

Merchandising: A range of exclusive products has been commissioned by the

Pier from local artists and craft industry along with a number of PAC branded

products.

Refurbished galleries

The addition of new galleries and the refurbishment of existing galleries has

increased and extended the potential and flexibility for exhibition

programming. The design and architecture of the buildings create a set of

visual relationships that extend the visitor experience beyond the artwork

itself and allow routes andeviadwmpmidont s t h

Stromness Redevelopment Consultation

The experience of its own redevelopment has placed the Pier Arts Centre as
a key leader in the wider process of addressing the future of Stromness as a
whole. The gallery director has been involved in this strategic consultation
process which has a number of local partners i in the commercial, business
and residential sectors

The Pier Group were involved in a workshop session to specifically consult on
the views of young people regarding the future of the town from their
perspective.

RESEARCH TEAM

The lead for the project was undertaken by the Pier Arts Centre Education Officer,
but involved all staff at the gallery
The Curatorial Team - The Director, Exhibitions Officer and Education Officer
are responsible for preparing gallery interpretation.
Marketing and Publicity Team 1 The Director, Exhibitions Officer, Marketing
and Retail Officer are responsible for Press Releases and promotion of
Exhibitions and Gallery.
The Education Officer and Marketing and Retail Officer are responsible for
Audience Development.
Front of House is responsibility of Marketing and Retail Officer, along with
Retail Assistant and Seasonal staff.

Participants and partner organisations are listed with each of the projects above.
4. Description of research:
WHAT DID THE RESEARCH TELL US?

A Established what barriers exisited and where our focus of attention should be
concentrated for our local audience.

A Provided a framework for the kind of activities and events that appeal to a local
audience and the impact that the material generated can have on interpretation
for the wider audience.

A It established the range of level of interest from non-arts users of the gallery, its
facilities and services and whether there are opportunities that can be utilised for
non-arts user groups. Particular kinds of interpretation? How this can inform the
Collection and exhibitions programme.

WHAT DID WE FIND OUT?



A That in addressing the local audience there is a strong relationship between
audience development, marketing and interpretation.

That providing a range of voices T young people, such as the Leading Lights,/the
informed voice of the artist, and front of house/gallery staff, not just those of the
curatorial team gives the audience a wider breadth of views and experiences that
they can identify with.

That a combination of targeting specific groups and public open events
encouraged people to make return visits

That audiences are not looking for information/paper based overload

That audiences enjoy speaking to well-informed front-of-house staff and gallery
guides

That with a flexible approach it is possible to respond quickly to local requests at
short notice, either for events or exhibition space

Artists talks are popular, especially with local audience

Many of the events developed from casual conversations and were about offering
a voice other than that of the curatorial team (see HL pg47)

>

>> > > >

5. Outcomes:

Interpretation Material
The Pier Arts Centre has a very clear policy on gallery interpretation and is the
responsibility of the Education Officer, but is considered by the full Curatorial team.

As stated earlier, our existing approach does not receive much adverse comment,
which would indicate that while we are far from complacent, that the content and the
language that is used in presenting information provides levels of suitable access for
the wide range of our audiences.

The following material has been produced as part of this project:

Wall based texts

Extended labels

Artistdés Tal ks

Interviews for local BBC Radio

In-house publications

Catalogues

Artworks

Preparation of material suitable for web-based presence (still to be activated see
Challenges)

Locally commissioned products based on PAC Collection for retail area i with
interpretation

Describe the effect of the project on interpretation practice.

A Although many issues surrounding access both physical and intellectually have
been resolved by the redevelopment project, REACH OUT has provided the
opportunity to assess and reassess our interpretation strategies with particular
reference to our local audience.

A The development of a number of partnerships with local organisations, many non
arts based 1 both formal and informal has greatly increased awareness of the
Pier Arts Centre and that what we do can be relevant in a local context.

A The increased use of gallery as a venue for non-arts use, provides the
opportunity to engage audience who might not otherwise visit the gallery.

6. Reflection on this experience:
Describe what was valuable
to you personally



A the opportunity to meet with colleagues and share good practise
A to assess current methods
A develop a strategy for documenting and evaluating
to your organisation
A Finding ways to develop better monitoring and evaluation of visitor
response and reaction to interpretation that is useful and meaningful
A the extent and range of oOinterpretationt
A Raising of profile of gallery locally, though media coverage of exhibitions,
events and activities.

Notes, Points and Questions raised and considered:
Regular gallery visitor - added value
Why would you come back on regular basis?
Becoming more informed
Stimulate and provoke interest

Having established a strategy that has a number of different approaches that have been
tried and tested the question arises as to the purpose and reasoning behind encouraging
repeat visits T what is the added value

What is the potential of the Collection to provide a deeper and more insightful engagement
with the work i
0 setting a context/frame of reference from which the contemporary
programme
0 provides a sound basis from which to view and consider the more
challenging aspects of the contemporary programme.
o Establishing connections and parallels
o0 Creating a range of experiences and opportunities

Challenges
Although other members of staff were involved in the project the responsibility for the
development and delivery of the action research lay with the Education Officer.
A With an already extensive programme of gallery and outreach activity the
chall enge wesardh o exisfing prayrarhniee
A The greatest challenge was in evaluating the different aspects of the project.
It was not always appropriate
As sole deliverer it was difficult to document some events
A Timescale for overall evaluation of REACH OUT project too soon to properly see
any significant changes in local audience response.
Staff resources limit the number of staff who can be based in galleries as guides
Getting material from project onto web i we currently have no dedicated IT
staff/expertise.

> 3>

Conclusions

The Pier Arts Centre was selected to participate in the project partly because of its dual
function as a gallery and museum, housing an important permanent Collection of 20™
century British Modernist art. The Collection has recently been extended through
participation in the National Collecting Scheme for Scotland including works by Sean Scully,
Callum Innes, Olaffur Eliason and Garry Fabian Millar which add a contemporary
perspective to the Collection.

It seems early to assess the impact of REACH OUT. The project developed and changed
throughout its course i highlighting the advantage of action research.



There is certainly a greater awareness within the gallery of the impact that events and
activity can have on a local audience and how in turn that they can be involved more directly
in generating interpretative material.

An aspect of REACH OUT that could be further explored is the juxtaposition of the Collection
and a local audience i two elements with a permanent base in Orkney. The Collection
serves as an important inroad to contemporary art, not just in giving historical context but
also in being utilised more directly (or indirectly) as an interpretation aid when considering
the temporary programme.

Participation in the project prompted a wide range of questions with the continual
assessment and evaluation of events and projects creating a greater awareness of the
position that interpretation should and can take in the gallery. The scope of possibility.

Carol Dunbar, Education Officer
15 August 2008



Appendix6a

Reach Out Contemporary Art Context

Note

The review material contained within this appendixes not necessarily reflethe thoughts or
position of thePier Art Centre The material is inaded to offer he reader additionaperspective on

the art worksthat contextualises th&each Ouproject.



The Pier Arts Centre, Orkney

Exhibitions

(11 February - 5 April 2008 )

His Angry Ghost

Colin Johnstone

Colin Johnstone was born in Motherwigll1960and has livedn Orkney for over twnty years.

He graduated from Glasgow School of Artin 1982 and is part of a generation of artists-who re
focussed and rénvigorated interest in Scottish art.

As the title of the exhibition suggests the artist is interested in past occurrences, @vesitgies
that re-emerge or are rénterpreted to influence the present.

Collected objects and texts provide a wellspring for the artworks. Through subtle and skilful re
forming these materials and ideas arein¥entedto create richlylayered narraties and
relationships.

Throughout, meaning ievealed and obscureddeas are paired and set against one another:
absence and presencegisual and literay; narrative and illustration

This discipline extends to the crafting of the work itself the noaihf thinking, painting, cutting and
sticking belies the painstaking and meticulous processes undertaken.

Colin Johnstone has showegularlyat the Pier Arts Centre arid exhibitions across ®neythe UK
and abroad

The exhibition ikindlysponsoredy Inver HousBistillers Ltd



Ash Island

LEAD ASTRAY: BILL WOODROW / RICHARD DEACON
(Pier Arts Centre, Stromness, until 7 June 2008)

25 April 2008

MORAG MACINNES enjoys the physicality of these sculptural collaborations, but is
dubious about the implied profundity.

THI'S EXHI BI TI ON, or bits of it has been tou

and, more prosaically perhaps, Plymouth. But
Interesting, because itbés all about islands, appar
the catalogue tells us an island is 6a bound

inhabitants. 6

Soi can we expect a Donne like metaphorical meditation on our common humanity? Ooh! Then i

6al l of the titles refer to British and | ris
anisland then, isit? Andtheni 6 Woodr ow and Deacon never inte
with these particularpl aces: the titles were designated

Oh. Imagined islands, then. Names shoved on after. Made of lead, timber i some of it Tudor - and
gl ass. Il 6m gl ad | headed, instinctivelsy,ad oi f
inside the room. The steady natural Orkney light bathes the sculptures, and makes it a pleasure to
pick out details and textures.

60Rough I sland@ahaedal bakt!l and the colour and
levity. | find myself smiling, thoughi t her eés a thing | i ke a canoe
above that a sail/flower object, mounted on what looks either like a gun casing or a tom tom. It

makes me think of Easter | sl gpydativepeoples i Grass skiftsi

| recall the long explanation of the importance of lead to medieval folk, the directions towards
Primo Levi, Barthol omaeus Anglicusdé De Propr
such worthy tomes, inDrStacy Bol dri ck6s cat aliog,Stacy. Tleseasys area
havind a | augh.

Three works called (en route!) Isle of Man are, honestly, sweet. The old wood supports lead stories
on wobbly Il egs, someti mes hoov e dthemeéitnna sboanrskd. r
etched in the wood, figures caught iin a ical e
couple in midi saw cut, a hammer about to fall, a wine press twisting.

O6Man 116 has a holed and punct umas;dismuedardr stilload d
the sword raised. | 6m reminded of the Britai
suspended morality tale being t ol dwoodicMtarmonche 1
side, his skeleton cut down on the other. The medieval preoccupation with death was really grim
acceptance of the O6skull beneath the skindé a
happens to man, the wood , the tree survives.

That ds medi eval too, a saliytmingeriagisenses aut intorstona ar ghoig
of something magical and pagan, to do with oak and ash and rowan, flowering and seeding. In The


javascript:%20history.back()

Hidden Landscape, Si mon Schama describes the persist
woodland, and the Green men, the naturals and innocents who inhabit it. There are echoes of all
that here, and the exhibition began in Wiltshire, home to many a Druidical musing.

So far so nice. Islands certainly i and a fine playonwordsi | sl e of Man. O6dai

I sl andd i n W amthdriganit symbelebkess deployed by Gunther Grass in his
meditations on German history and myth i resonating in Orcadian folk myth as the Stoorie Worm,
adragon-demon. Thereod6s somet hi ng ann o jshthege leadeels t
look, and the netting draped about looks tricksy. Maybe this is because, on a real island, real eels
and real nets are not obliging and do not inhabit the world of myth.

Itds the next room and | 6 m fslandsgsitingrogthreeTehdedage 6 s
They look like camera tripods, or those monsters out of The War of the Worlds, and t he"
minotaurs on them pointing up to constellations of lead pocked through wood, sometimes in
cruciform shape. How did the Greeks get in here?

Therebds also a tel ddsBopevntskameé sgaindg dms one
course, a compass. OBlack Islebé, which is mo
lot of very visible caulking material (this would give the folk on the Black Isle a jolt), has a skull

looking through one. The glass distorts the image in a clever way; illusion and reality, Gods and no
Gods, per haps. But ités getting a bit samey.

The physicality of sculpture is always the greatt hi ng, and this exhibit
wood is marked and pencilled and grooved by
coruscated | eadwor k. Lead itself forms pl ast
think in a whole new way about flashing.

The collaboration was a fruitful exercise for these two vastly experiences makers. | did come out,
though, thinking that theredéds too much grand
of the EmperordbdsyCbammes, upobsgpDanny Kaye as
Woodrow and Deacon are having us all on.

© Morag Maclnnes, 2008
Links

Pier Arts Centre http://www.pierartscentre.com

extracted from
http://www.hi -arts.co.uk/default.aspx.loctitlianewnot.LaneEN.htm
last accessed on 31 July 2008
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Appendix8

Show Me Yours Project Report
Talbot Rice Gallery, Edinburgh
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Executive Summary

The project in brief

Interpretations

Interpretatiomgs an action research project investigating the role of intelpesgtkiimndown barriers to
access to contemporary visulitarpretationgas operated by engage Scotland and was supported by the
National Lottery through the Scottish Arts Council and by the Hugh Fraser Foundation.

Four galleries across Scotlee@® involved in the project, Dundee Contemporary Arts, Piers Art Centre,
Orkney, Collective Gallery and Talbot Rice Gallery in Edinburgh. A survey paper, collated by a lead reseat
will combine the findings from all four galleries. This oweilalbegmdrtished by Engage Scotland.

The summary that follows of the Talbot Rice project, was written by the lead researcher from engage Sco
Maureen Michael.

{[K2g YS @e2dzNARX LQff &aKz2g @&:

Embracing the notiorintérpretive communitiggbot Rice Gallery constructed a series obgsdidry
events and activities designed to enhance audience access to- lthigaweaktef contemporary artist

Enrico David. I n devel oping AShow deacegngagemem t he
that fused interpretive audience responses with the produbttiansoéfiim i nt er pr et ati on |
yourso illustrates a responsive model of interp

protecting thetegrity of initial concepts.

Interpretive communities were identified for this project with the planning facilitated through collabore
between artists, educatorsyridker and an academic researcher. Various interpretive experiences were
faciliteed for the different audience communities. These visual and performing arts experiences were captur
video and used towards the creation efarkilrAvailable to the general public during the final phase of the

exhibition this fimork represerds t angi bl e i nterpretive output for
AShow me yourso is the first time that the Talwb
TRG is keen to develop this stratupgy but more si

Aéinterpretation not as a closed exercise, an

as an open process where reflection and negotiation are part of the working methods of everyday pra
in the galleiynot just for, but daligwithv i s i t o nShowdme yours Evaluation Report Page 22)






Introduction
What was it all about?

The Tal bot Rice AShow me your s, I 611 show you
exhibition, presented engallery from 22 March untla302008. However, both the preparatory phase, and
theensbfpr oj ect reporting, final stage, after the <c

significantly longer than usual education programihes Ric&aStarting with the first establishment of
contacts and discussion of possibilities in November 2007, TRI activity was constant in the gallery unti
completion of the reporting and the summative evaluation of the piojmet2@0idrhiseant a

prolonged period of work (8 months) during which a range of professionals, students and audience gre
actively took part in collectively devising and organising a project idea, which carried at its heart the purpo
enhancing accesstotHelgeer y6s exhi bi ti ons.

The main actor bringing this idea forward, organising it and continuously ensuring that it was on track was
Fothergill, Curator, Education & Development at Talbot Rice Gallery; together with her, Juliana Capes, artis
freelane educator, worked on leading the workshop development and delivery; Grahamdksrsdale, film
and facilitator with Pilton Video, offered his technical and intellectual support in the development and facili
of the activities; and Emer Fahey,sidpivéiEdinburgh MSc intern student, was a constant source of ideas
and support during the whole life of the project. The author, Dr Sotiria Grek, Research Fellow, Universi
Edinburgh, was responsible for the research and evaluation of the \wagjgotesdnt and actively
contributing to its conception and organisation, whereas during its delivery assumed a participant observ
role, coupled with taking interviews and sragibtqudgscussions.

The structure of Hha&nd Shhemwc aneofyotulis@ nt epa@mrdty cii N
begins with the premise that gallery interpreta
Vi si ons. It adapts t h €togalety edation, sufjgesting that ¢he process ai t i v
interpretation in the gallery space involves a range of interpretative strategies that collectively construct,
share meaning and hence O6understandd aeahingand it
making are detached from the artworks and the al
are members of interpretative communities when they first conceive and create art, and, through the impz
their artworks, they areetmrpresent, influential actors in the interpretative communities formed thereafter.
The core idea in the notion of nedotatioof meamng;ithen o f
multiple ways that the many, often consensualdonifl@isiog perspectives of the actors involved in the
processes of interpretation (that is both gallery professionals and audience), as well as their differenti
agendas, backgrounds and interests, impact on the ways culture is experienced.

Hence 1k report wants to reflect on the formation, workings and, most isigmdizonlfya series of
interpretative communities in AShow me yourso ar
accessed. They angerpretativeommuties because their work constantly involves acts of interpretation,
either of the artworks themselves or of the tasks and objectives assigned to them: curators have to cree
story; education staff need to interpret the exhibition narrativend wales to pedagogically unlock it to

the public; and finally, audiences are there to make meaning, to interpret the artworks themselves. Hence,

were at |l east four di fferent i nterpretahei ve <co
artistic/curating one, involving David, his life and works, and the interpretative strategies the curator use
6speakd to the public; second, Engage Scotl and

steering and funding the gitags well as creating a group of peers collaborating with each other; third, the five
individuals mentioned above, a group who came together for the first time in order to collectively imagine, d
and deliver a series of interpretative actithiegaifery; and of course last, and certainly not least, all those
interpretative communities of people who took part in the project and offered their own perspectives on
artworks.

2Error!

® HooperGreenhill, E. (ed) (1999Fhe Educabnal Role of the Museurhpndon: Routledge.
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Fig.1: Interpretative communities: their work intersegtsut how do they interact?

Thisr eport focuses on the interactions of these f
iShow me yourso | asted and shows that there is &
and access at the managementdtageparing an educational programme, and the quality and nature of the
interpretative processes that will be available and used by the audience in the gallery space. In other word:
more meanings and intentions are negotiated and collectiveiytHferfeedl of professionals working
towards a gallery educational programme, the more easily access is facilitated at the level of audie
interpretative groups, and the more valuable and worthwhile their experience becomes. On the contrary, mi
negptiation and lack of collective understanding and communication amongst the interpretative commun
leads to reduced audience access and barriers to visiting.

AShow me yourso evalwuation specifically aimed to

1. How do different audience interpretative communities receive and interpret artworks using a variety of
and activities, such as writing, dancing or filming? How is this capability most effectively facilitated?

2. How did members of the pregut deal with management and interpretation issues during the project?
How do different interests and expertise in the gallery space impact on audience interpretation?

The research methodology followed an action research desigohdngeforg@timewas the ultimate

objective of the research. It starts from the need that specific problems be solved (in our case, access
interpretation challenges) and it is refeeaisdd in that the process of exploring for solutions makes actors
(here thenterpretative community of gallery education professionals) understand theiriprettice better
simply what it is that they are doing but cruéailgrifet affect what they practise. Key to action research

is makingnformeathoices; this issemed by rigorous data collection and analysis, not just by researchers
alone but by the professionals themselves. In other words, action research breaks the divide between acac
theory/ research and professional practice by equipping actorieutitie tteol® that will assist them to
understand their professional action from the inside. For this project, a triangulation of methods was applie
a range of methods were used in order to illuminate situations from several perspebtidssw&hese met

field notes, sestructured interviews, questionnaires and photographs.



The exhibition
A story unfolds

Fig.2: Installation ViewsUltra Paste; Enrico David at Talbot Rice Gallery

Enrico Daviddéds works were at the centre of the
guestiong, often provocative nature was inspiring and their theatricality proved a useful match to the educa
teambébs ideas for developing a new media educati
would develop a range of interprdtatigeand ideas in order to first familiarise the participants with the
exhibition, who then, having developed some understanding and thoughts around the works, would work wi
filmmaker Graham Drysdale, in producing a short film based gnrtheit istér i ons of t he e X
eclectic work, which combines performance with nuances of art and theatre history, as well as art d
undertones, represents life on a stage; masks, props, fans and shadow boxes, together with a fine dra
abilityare used in turning visual art into drama, whevelattin and ridicule as well as elaborate disguise,
expose both artist and viewer in a journey from the fantastical to the banal.

Fig 3: Shitty Tantrum: on the eve of our kabuki play, | consol my boyfri
for running out of idas 20062007
Gouache and Collage on Papeaurtesy of the artist and Cabinet, Londo



Fig 4: Ultra Paste, 2007
Mixed media installation. Courtesy of the artist, Cabinet, London and Gallerie D.
Buchholz, Cologne

The exhibition deyal@s a game into which the visitor is slowly drawn and thérimvardenves do that,

it uses a broad range of artistic techniques: c
was initially put together for a previousoaexibybihe artist in 2007 at the ICA in London and then travelled to
Edinburgh for the Talbot Rice exhibition. Therefore, because of the Talbot-Butd el appkeydix 1),

the first work presented wanany visitoes found o6 lmld & statemenn 6 |
(the artist representing himself rubbing against a mannequin in his childhood bedrooni)rtmstart off with
could appreciate and O6readd it only ofthetebtefi r way
the wor ks. Therefore, the 6storydé of the exhibit
because of the theme (and the text written by the artist that went along with it) anhd itghgtand@ize

insideghe gallery which visitors were not allowed to enter (see appendix 1). The gallery space compelled suc
arrangement; however this was to prove a slightly uneadfymtartifrgm an interpretation/ education point

of view.

Apart from this chalie, creating storylines for this exhibition seemed rath& simplec 0o 6 s wor k s
titles accompanying them, were to offer a springboard for many stories and multiple layers of meanings v
project participantugcharmingiwdriduse to 6éenterd6 his bi

Fig 5: (Detail) Unresolved despite aids, 2005
Charcoal, linseed oil, cobalt oil, aluminium skewers, screws
canvas Courtesy of the artist, Cabinet, London and Gallerie

Nanial Riirhhnl7 Calnnna



The Education Programme
Stories created and told

AShow me yourso was conceived and devel oped afte
November 2007 when the team was formed for the firstadimieuaddnd until the 29 February 2008 when

the first session was scheduled to take place. Ideas, suggestions, as well as emphasis, roles, budgets
timelines for possible ways of working with the participants were at the centre of allsthebeclliscussion
concluded in a format that would capitalise on the expertise of all the project members: that would b
combination of art, drama, danceydiimg and research. It was decided that the project team would work
with a team of eight young pdoptefrom Pilton Video and four from the Broughton Art Group. The objective
of the devised eight session programme (see appendix 2) was for young people to be introduced to ga
interpretation in a more general sense and then move on to amdxploEation i c o Davi dés wo
the help of the artist and thenfilker. Finally, the young people would be enabled to make a short film which
would present their perspective on how the artworks could be interpreted.

All discussions ran smootitityput the project members experiencing any major disagreements about how the
sessions should be planned or what they shouldibleeabose of the participatory nature of the project,

team members agreed that, although a general framework wedlildhecpaificipants would be allowed to

come up with their own unique ways of using film or other similar media (still photography for example)
interpreting the artworks in the gallery space. In retrospect, what then seemed a clear amtisttared underst
was to be challenged by miscommunication in the team and a tension between the professionals involved (
on which later).

The meetings held in January and February 2008 had to deal with a new challenge that was presented fc
project befothe Christmas holidays: although the focus of the project and the successful application accept
by Engage clearly stated that @AShow me yourso w
Scotl and acknowl edge dht éxacarbateddtyndused meetiiga datgseandutighh e o
ti mescal es 6 (2 MNaveniber 20@itrhadi noti nadetclean that young people were not the
preferred audience group Engage wanted project members to work with, which had to nokinghange from wc
with young people to engaging with a broader audience. Engage Scotland agreed that they would fund addi
work time for the necessary changes. This, of course, was a major blow to the team which systematically
from very early on had beanitglthe project specifically to youngipabple all, the youth groups had

been established and contacted and were ready to start with the sessions at the end of February. Althc
initially there was some confusion and frustration within itheagraupckly decided that as time was
running out an adaptation of the original plan was necessary. This would involve asking the young peop
produce a film interpreting the artworks, which however would then be presented to a broader audience in
to evaluate its impact. Engage endorsed this changeFatiteigdl reacted quickly and effectively by
applying for funding from Show Scotland, in order to orgalasigeeeohehen the film would be launched

and tested with the wider publiapplieation was successful.

The shift of emphasis on behalf of Engage at thi
ownership of the project and as a result, confidence in the overall project direction was loag Instead of wo
on details and planning the sessions collaboratively, the focus now had to change to explore how to trair
participating young people (who had major access issues themselves) to interpret works of art for o
audiences. The research questiorfsadl$o be changed, as did the session outlines and the evaluation plan.
Considerable challenges were presented to the team already committed to working within a finite time fram
with the established young gicpatpry nataré of the proje,.theré n a
was no guarantee that the young people would be keen on this new idea, which, as it was discussed, they
have found too challenging or uninteresting. Nevertheless, with all of these factors aratcsisttdaken into

is to their credit that the team resolved to continue working towards a collective solution.



Young peopledbs Group

The first session took place on 7 March at the Dean Gallery. The objective was that the young people wou
introduced tihe idea of interpretation. All of the participants appeared interested and quite active in the
participation. They presented -gniog interest in art (but less in art galleries), which was thought of as of
great value to the project, and that thidyb&avell able to contribute to the task since interpreting artworks
would be an activity they would enjoy.

Fig 6: Young people at the Dean Gallery education room

This first session surpassed expectations; moving from discussion to teamwork, to playing games and to les
by doing (see appendixs@ssion 1 plan), participants were made aware of the process of interpretation, its
nature to problematise and question both the ge
young people were successfully led to explore the negotialflentepreting an artwork, on their own and

with others. Apart from creating a comfortable working atmosphere where people felt, from very early on, re
enough to express their views on Surrealist art, Juliana managed to steer the lyrikipgtavauds t
alternative interpretative niediainly video and filmimdnich can be shared with the wider audience. The
young people involved seemed eager to then move on to creating their own interpretative material: this
creati ng anarbwork o fhercioieed The young people worked in couples. This method combine:
activibased learning and careful thought and explanation, since at the end of the session they had to pre:
their 6responsed t o Alldfthemrappedared asfventgboe styents of Burraatisth; |
not only were the O6young interpretersdé inventiyv
descriptive in their presentatMagritte would have been proud!

Fig. 7: Juliana with the young peept the Dean: sharing ideas



