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A group of artists are sitting around a kitchen table. A bottle of wine cracked. They start 
talking. They imagine a place of their own, a place to show the kind of work that they 
want to make, without rules, without the need to satisfy trends, collectors, museums. A 
place where they get to call the shots, a place about now, right now, all the time now.1  

§ 

Every two years, the national association that represents artist-run centres in 

Canada (ARCA) partners with a regional or provincial association to host a national 

conference. This gathering is an opportunity for exchange; a place for artists and cultural 

workers to convene and consider urgent issues faced by artist-run centres in Canada and 

abroad. Since ARCA was founded in 2004, this conference had only been held in 

Montreal, Ottawa, Vancouver, and Toronto—urban centres in close proximity to a 

geographic core of artist-run centres.2 September 2017 marked the first time that the 

four Atlantic provinces co-hosted the biannual conference in Charlottetown—a city 

which is home to a single artist-run centre, in a province that has recently dissolved its 

arts council.3 The gathering was called FLOTILLA, and it focused on the flexible, 

temporary elements of artist-run culture, and the institutional realities faced by the 

fifteen artist-run centres spread evenly across the Atlantic. Drawing from the nautical 

                                                           
* This paper is written in memory of Mary MacDonald, a beloved curator and writer whose loss was felt 
across Canadian arts communities in August 2017. Mary was a core member the team that built the initial 
curatorial framework for FLOTILLA, and her vivid imagination was one of the major thrusts behind this 
monumental project. From March to September 2017, I worked for Atlantis (the Association of Artist-Run 
Centres from the Atlantic) as the Programming Coordinator for FLOTILLA, and I offer my sincere thanks 
to my colleagues Becka Viau, Katie Belcher, and Michael McCormack, for their guidance, support, 
expertise, and trust while we mobilized this project. 
1 Mary MacDonald, “Artist-Run Life,” The Overcast, no. 1 (February 2014): 18. 
2 The Artist-Run Centres and Collectives Conference, “Conferences,” accessed December 8, 2017, 
http://www.arca.art/en/pages/events. 
3 Natalia Goodwin, “P.E.I. Council of the Arts Dissolving Due to Lack of Funds,” CBC News, August 31, 
2016, http://www.cbc.ca/news/canada/prince-edward-island/pei-arts-council-disolve-1.3743414. 
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metaphor of vessels “banded together in open water, FLOTILLA … [spoke] to the 

shifting tides within cultural practice: ideas of nomadism, isolation, transition, exchange, 

and innovation.”4 Representing organizations that are geographically isolated from 

another, Atlantis (the Association of Artist-Run Centres from the Atlantic) was the 

regional partner that mobilized this gathering from September 21 to 24, 2017.  

In order to focus on decentralized organizational models, FLOTILLA followed a 

decentralized conference model. Lectures took place around household dinner tables, 

performances were disguised as keynotes, and public installations took over parking 

spaces, empty storefronts, and pedestrian streets in downtown Charlottetown. One of the 

most ambitious projects at FLOTILLA was the Floating Warren Pavilion—a temporary 

floating art gallery that stretched out over the ocean from the banks of Victoria Park (see 

fig. 1). The Warren was a flexible venue built on a modular interlocking dock system, 

designed collaboratively by nine practicing artists in partnership with eight architecture 

and design students from Dalhousie University.5 A responsive space exploring 

“experimental modes of praxis that are guided by values of care and solidarity,” the 

Warren posited the question, “what holds us together?” 

 In its four-day lifespan, the Floating Warren became a gathering place for 

visiting delegates and Islanders alike, where artists flew text banners on kites, listened to 

                                                           
4 FLOTILLA, “About,” accessed December 8, 2017, http://flotillaatlantic.com/about. 
5 Artists included Willow Davidson, Lindsay Dobbin, Wes Johnston, Andrew Maize, Gary Markle, Brian 
Riley, and Ardath Whynacht. Architecture and design students included Bailey Austin-Macmillan, Luca 
Di Gregorio, Kamille Manoy, Minette Murphy, Kaitlyn Pilloud, MacKenzie Ramadan, Natalie Steele, and 
Walter Wong.  
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the ocean through an underwater microphone, hosted a pirate radio station, conducted 

underwater snorkelling investigations, and hosted shadow puppet performances. 

FLOTILLA focused on time-sensitive, site-responsive methods of organizing, and 

appropriately, the Floating Warren became an otherworldly place which existed 

temporarily, and in conversation with the waters of Epikwitk.6 In the wake FLOTILLA I 

ask, did this temporary utopia emphasize simply the gap between dream and reality for 

artists and cultural workers? Or did it have the emancipatory potential to shape the lived 

reality faced by artist-run centres within the Canadian culture system?  

I will use the Floating Warren as a case study to examine how temporary artist-

led initiatives in Atlantic Canada are expressions of utopic imagination. Compounding 

artist’s oral testimonies with written analyses of Atlantic artist-run organizing, this paper 

draws upon anecdotal and theoretical accounts of artist-run culture. In a region where 

there is a history of low provincial arts funding, lack of access to resources, and fraught 

colonial relations, artist-run space-making is characterized by (1) geographic 

marginality, (2) horizontal organizational models, and (3) temporary structures. I will 

investigate how the Floating Warren embodied these three characteristics of the Atlantic 

artist-run sector, while expressing an affinity towards utopic fantasy that surpassed the 

lived reality of Atlantic artist-run centres.  

 

                                                           
6 Epikwitk is the Mi’kmaq name for the territory which is also known as Prince Edward Island, and it 
roughly translates to “resting on the waves.” FLOTILLA took place on unceded, unsurrendered Mi’kmaq 
territory, which extends beyond the land mass to encompass surrounding waterways and natural elements.  



Amanda Shore  |  4 
 

Geographic Marginality 

Since its inception in the late 1960’s, the Canadian network of artist-run centres 

has critiqued the institutional powers at the core of the contemporary art world, claiming 

space at the margins of the global art system. Through institutional critique, artist-run 

centres were “founded in a self-conscious narrativization of de-central collectivity and 

the dissolution of modernist hierarchies.”7 In his keynote address at FLOTILLA, Hank 

Bull acknowledged that this network was “born of a strategy for revolution” in the 

1960’s, amid the Cultural Revolution in China and global activist movements.8 The 

global reach of this network cannot be understated, since several early Canadian artist-

run centres are cited by French Fluxus artist Robert Filliou as members of his “Eternal 

Network.” In the 1970’s, Filliou proposed that, in order to resist the centralization of the 

arts in major metropolises, arts spaces around the world could operate as individual 

nodes in a connected global arts system.9 Clive Robertson calls Filliou’s Eternal 

Network “intentionally utopian and decentralizing,” and he notes that Filliou did not use 

                                                           
7 Maibritt Borgen, "The Inner and Outer Form of Self-Organisation," Self-Organised, eds. Stine Herbert 
and Anne Szefer Karlsen (London and Bergen: Open Editions and Hordaland Art Centre, 2013), 38. Here, 
Borgen defines the term “self-organization,” which took over in Denmark “from older (but still widely 
used today) terms to describe collective practices, primarily labels such as ‘artist-run’ or ‘alternative’” 
(42). Given that the term “artist-run” is still the dominant term used to describe self-organized arts 
initiatives in Canada, I refer to Borgen’s description.  
8 Hank Bull, “FLOW TILLA THRILLA” (Flotilla, Charlottetown, PE, September 23, 2017), 2. Bull was 
an original member of Western Front Society, which in 1973, “when Filliou made his first visit to Canada 
… was being promoted by its members as an important ‘node’” in the Eternal Network. See Sharla Sava, 
“As If the Oceans Were Lemonade: The Performative Vision of Robert Filliou and the Western Front” 
(University of British Columbia, 1996). 
9 Clive Robertson, Robert Filliou Defines the Eternal Network.Mov, accessed November 24, 2017, 
https://www.youtube.com/watch?v=9BgOfsG7J0Q. In this video Filliou cites Canadian members of the 
Eternal Network: Vehicule (Montreal), General idea (Toronto), WORKS (Calgary), Image bank 
(Vancouver).  
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the word “centre” to describe the nodes of the Network. Rather, “after saying ‘there is 

no more art centre in the world,’ he instead chose the word ‘place.’”10 In the four 

decades since this radical rejection of centrality, the Canadian artist-run network has 

itself developed centres and margins, and the gap has widened between established 

artist-run centres and DIY spaces.  

At InFest, a Vancouver conference of international artist-run centres held in 

2004, interdisciplinary artist Laiwan offered the statement: “If there are artist-run 

centres, there must be artist-run margins.”11 This statement raises numerous questions: 

who gets the privilege of emancipating themselves from an established “centre” of the 

contemporary art world, in order to claim a utopic position at the margins? Furthermore, 

who is pushed to the social margins though colonial oppression, homophobia, sexism, 

ableism, classism, and other forms of oppression? Who is pushed to the geographic 

margins due to increased rent, forced displacement, and lack of funding at municipal, 

provincial, and federal levels? Hank Bull reminded delegates at FLOTILLA—a 

conference exploring nomadism as an organizational structure—that “the nomadic 

lifestyle is always forced, by climate or colonialism,” and marginality is not simply a 

metaphor to be claimed by those at the centre.12  

                                                           
10 Clive Robertson, Policy Matters: Administrations of Art and Culture (Toronto: YYZBOOKS, 2006), 
16. 
11 Ibid. 
12 Bull, “FLOW TILLA THRILLA,” 2.  
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While marginality occurs regardless physical geography, Atlantic Canada’s 

geographic position on the periphery of the Canadian culture machine is a contributing 

factor that impacts the region’s ability to access commercial markets, media coverage, 

and resource networks. In the 2011 Burgess Report, the Canada Council for the Arts 

identified that “there are regional factors to consider in the funding of ARCs. In 

particular, the low funding levels to ARCs in Atlantic Canada limits their ability to play 

a more significant role in the local ecology.”13 Fig. 2 shows that in 2010, artist-run 

centres funded by public monies in Newfoundland and Labrador, Nova Scotia, and New 

Brunswick received the lowest revenues in the country, and Prince Edward Island was 

not listed, given that the province did not have a publicly funded artist-run centre at the 

time.14 Financial instability disproportionally impacts Indigenous peoples, people of 

colour, and linguistic minorities in Atlantic Canada, and the Burgess Report identifies 

that “Atlantic Canada lacks an Aboriginal ARC. Similarly, there is no Acadian art 

institution in Halifax, and it is believed that an Acadian ARC would help advance the 

discourse and be good for artists and the communities.”15 In Policy Matters: 

Administrations of Art and Culture, Clive Robertson traces the origin of the “centre” in 

artist-run centre. He hypothesizes that, given Filliou’s influence, it was organizations 

outside of Vancouver, Toronto, and Montreal who chose to use “centre” in their name in 

                                                           
13 MDR Burgess Consultants, “The Distinct Role of Artist-Run Centres in the Canadian Visual Arts 
Ecology” (Ottawa: Canada Council for the Arts, October 13, 2011), 44. 
14 At the time when this study was conducted, this town is small was becoming established in 
Charlottetown and had not received public funding, therefore it is not listed here. Galvanized by the 
efforts of Becka Viau (Project Lead for FLOTILLA), this town is small was founded following several 
attempts to establish an artist-run centre of PEI. See Mireille Eagan, “This Town Is Small, Inc.,” Visual 
Arts News, Spring 2011, https://thistownissmall.com/2011/01/26/this-town-is-small-inc/. 
15 MDR Burgess Consultants, 44. 
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order to “signal an inversion of centre and periphery.”16 While economic marginality 

may not necessarily be caused by regional marginality, there is a co-relation in Atlantic 

Canada between spatial remoteness and financial insecurity among arts institutions.  

During the four days when the Floating Warren was active, it served as 

temporary refuge from economic austerity. For Zach Gough, curator of the Floating 

Warren, utopic imagination and social practice directly stem from economic and 

sociopolitical realities. Gough states, “with our interests in social justice and political 

action, of course we’re always looking to a horizon … If we don’t have moments of 

celebration, how can we continue our drudgery in moments of austere neo-liberalism.”17 

The Warren follows in a tradition of Atlantic artist-run space-making that seeks 

imaginative and resourceful solutions to issues of funding and lack of space. In 2008, 

Robin Metcalfe described the DIY arts scene in Halifax, stating, 

The current generation of artist-run culture, seen from my Halifax vantage point, 

locates its projects in marginal or temporary spaces: installations in cupboards 

and crawlspaces in student apartments (Gallery Deluxe Gallery, 161 Gallon 

Gallery--named for its spatial volume), guerrilla performances (Moncton's 

Collective Taupe; Halifax's Sub-Scotia) and backyard screenings. Eyelevel's Go 

North! festival and the Anchor Archives 'zine library share a neighbourhood with 

anarchist interventions by street kids on the commons (political graffiti on the 

                                                           
16 Robertson, Policy Matters, 16. 
17 Amanda Shore, “What Happens When Artist-Run Centres Get Together,” Canadian Art, September 28, 
2017, http://canadianart.ca/features/flotilla-the-non-ference-is-the-new-biennial/. 
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walkways, spontaneous artworks on fences). Models based on public funding, 

marketing and DIY alternatives co-exist in contemporary artist-run culture. 

Implicit in much of this activity is a hope for political or community 

mobilisation, an effort to imagine alternatives and to realise them on the 

ground.18 

These utopic space-making initiatives described by Metcalfe are modular, adaptive, and 

site-specific. They are born out of the need for flexible organizational models that can 

react to the shifting realities of the artist-run sector. Appropriately, the flexible dock 

system of the Floating Warren sought to adapt to the necessities of the landscape, and 

reflects a utopic imagination, stretching horizontally towards the horizon—both a 

physical and metaphorical one.  

Horizontal Organizing 

Organizational structures of artist-run centres are often described spatially, as 

horizontal systems that privilege “sideways ordering and movement over centre-

periphery relations.” 19 In response to the rhizomic world of “the Internet, post-industrial 

production and contemporary warfare,” where agents of power are constantly re-

                                                           
18 Robin Metcalfe,  "Making Do," in Decentre: Concerning Artist-Run Culture = Decentre: À Propos de 
Centres d’artistes, eds. Elaine Chang et al. (Toronto: YYZBOOKS, 2008), 183-184. Since 2008 when 
Metcalfe published this list, many other temporary arts spaces have materialized in Halifax. To provide a 
few examples, galleries have emerged in student apartments (no offense* gallery, Musique), a hole a brick 
wall (NSCAD's Microgallery), and in a vending machine (Fallow Gallery). Vintage shops (BSide gallery, 
Lost & Found), project spaces and multi-purpose venues host regular exhibitions, concerts, and 
interdisciplinary performances (Art Bar +Projects, Chameleon, Modulating Mansion, RadStorm, Open 
Mic House, Kamphyre). In 2012, Eyelevel hosted the World Portable Gallery Convention hosted which 
featured over 14 international portable arts spaces, and showcases alternative gallery models. 
19 Herbert and Szefer Karlsen, Self-Organised, 39. 
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negotiating their positions, artist-run centres are champions of open systems and de-

centralist behaviour.20 Gary Markle, one of the artists who produced an installation 

aboard the Floating Warren, described the collective as “non-hierarchical,” driven by 

“consensus and input,” and the architectural structure mimicked the collective’s 

horizontal organizational structure.21 Stretching laterally across the surface, the Floating 

Warren was composed of mobile appendages and armatures that only momentarily 

dipped below the surface, or stretched upwards with the wind. I will further investigate 

two artistic projects that took place aboard the Warren: Lindsay Dobbin’s Untitled, 

which draws attention to the pavilion’s site-responsivity, and Gary Markle’s The Pod, 

which highlights the mobility of the pavilion’s modular parts. Manifesting on the border 

between land and sea, the Floating Warren not only reflected the physical seascape of 

Epikwitk, but the landscape of the Atlantic artist-run sector which is in itself 

characterized by horizontal organizational structures, as well as temporary and site-

specific artistic practices. 

Aboard the Floating Warren, Lindsay Dobbin, a Mohawk and settler artist based 

on the Bay of Fundy, mounted an underwater microphone on a fishing pole in order to 

listen to the water. In an ongoing body of work that explores traditional waterways, 

Dobbin’s project explored the stories carried by “the more-than-human world: animals, 

creatures, landscapes, elements.”22 Inviting visitors to sit and listen alongside them, 

                                                           
20 Ibid., 39-40. 
21 Gary Markle, Interview with author, December 7, 2017. 
22 Lindsay Dobbin, Interview with author, December 5, 2017. 
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Dobbin shared this opportunity for learning with guests, “in an effort to just slightly and 

very quietly shift perspective, even if just for a few moments.”23 Dobbin heard bubbling 

sounds coming from the oysters and clams on the ocean floor at low tide, and the hollow 

docking system acted as a reverberant space, transforming the Warren into “a kind of 

instrument being played by the water.”24 Dobbin’s site-specific action highlighted the 

responsive nature of the Warren, which was ultimately at the mercy of the elements. 

Stretching out horizontally over the waterways surrounding Epikwitk, the Warren 

operated in response to the site where it floated.  

Gary Markle project was a satellite pavilion that detached from the Floating 

Warren itself, serving as an escape pod for visitors during the day, and a shadow puppet 

theatre at night (see fig. 3). A past iteration of this project took the form of a tent, which 

Markle considers an “odd form of protection because it's mostly psychological,” in that 

the thin membrane only provides the illusion that one is sheltered from from the 

elements.25 Specializing in textiles and design, Markle fashioned this version of The Pod 

to be a playful space-age structure which acted as both architecture and garment, “with 

sleeves and a zip-up front.”26 A self-proclaimed “child of the 60’s,” Markle’s design 

was influenced by the imagery of his childhood—lunar spacecrafts, the Whole Earth 

Catalog, Archigram, Ant Farm, and the geodesic domes from Expo67. The 

environmentally-responsive machines designed by Archigram remained drafts on paper 

                                                           
23 Ibid. 
24 Ibid. 
25 Markle, Interview with author. 
26 Ibid. 
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for decades due to their technological infeasibility, before they began to influence 

architectural research groups.27 Markle drew upon the whimsy of these designs by 

creating a playful shelter which allows for a moment of escape, without intending to be 

structurally impermeable. Drawing upon the modular designs of the 1960’s, The Pod—

and by extension, the Floating Warren—was a kinetic structure born out of utopic 

leanings toward flexibility and constant flux. Like the designs of the 1960’s, the Warren 

prioritized ideological integrity over structural resilience.  

The base of The Pod was a floating rectilinear octagon with a hole in the middle, 

offering visitors the opportunity to dangle their feet in the water, an action that for 

Markle is “the reverse of a campfire … there’s something about it that’s appropriate but 

still intimate.”28 In this intimate moment, Markle describes, a visitor could jettison away 

on a rope attached to the Warren—a structure which was attached by gang plank to the 

island known as Prince Edward Island, which was connected by a causeway to Turtle 

Island.29 Remaining tethered while floating adrift, The Pod was an example of a failed 

attempt at escape, which grasped at the impossibility of utopia. As Fredric Jameson 

writes in the book Archaeologies of the Future, "utopia can serve the negative purpose 

of making us more aware of our mental and ideological imprisonment,” pointing to the 

failure of society, and “therefore the best Utopias are those that fail the most 

                                                           
27 Socratis Yiannoudes, “The Archigram Vision in the Context of Intelligent Environments and Its Current 
Potential” (Seventh International Conference on Intelligent Envrionments, Intelligent Environments, 
2011), 107. 
28 Markle, Interview with author. 
29 Ibid. 



Amanda Shore  |  12 
 

comprehensively.”30 Each link that separates these natural and manufactured islands 

emphasizes the visitor’s attempt to evade the centralized industrial core of modernity, 

ultimately pointing to the failure of modernity as well as the failure of the escape itself. 

The Pod demonstrates that an escape from reality can only occur when one remains 

tethered to it, and that a counter-reality cannot exist without the reality itself.  

Temporary Structures 

John Everett Daquino, a New York-based curator and writer, refers to the artist-run 

centre as, “in the words of Foucault, a heterotopia, a counter-site based on inversion.”31 

Foucault’s term can be easily applied to many different real spaces that seem to “present 

society itself in a perfected form,” and operate apart from the accepted social order.32 

Markle describes these utopian spaces of counter-reality—summer camps, holiday 

celebrations, honeymoons—as “very demanding psychologically, they're very fraught, 

you face the mirror of yourself."33 He describes how these temporary experiences are 

not confined to the moment within which they occur, but that they "temporally expand 

… because they're outside of a normal flow" of everyday life.34 In this statement Markle 

captures a crucial aspect of utopic artist-run space-making—that it is often temporary, 

yet it stretches beyond its own time.  

                                                           
30 Fredric Jameson, Archaeologies of the Future: The Desire Called Utopia and Other Science Fictions 
(London and New York: Verso, 2005), xiii. 
31 John Everett Daquino, in Decentre: Concerning Artist-Run Culture = Decentre: À Propos de Centres 
d’artistes, eds. Elaine Chang et al. (Toronto: YYZBOOKS, 2008), 73. 
32 Michel Foucault and Jay Miskowiec, “Of Other Spaces,” Diacritics 16, no. 1 (1986): 22–27. 
33 Markle, Interview with author. 
34 Ibid. 
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Artist and writer Gordon Lebredt further explores the character of artist-run 

utopias, as they are enacted temporarily. He discusses the artist-run venue as an artistic 

medium, stating, 

Certainly a medium (or milieu) constitutes a support, a prosthesis that allows or 

enables something to take place. Thus, it gives place to an event, institutes a 

placing whereby something happens. In other words, it—this facility—hazards 

some place; it gives place a chance. Operationally speaking it risks everything—

unconditionally—on the possibility that something will happen, something will 

take place. If such an assessment is correct, it would mean that this something, 

this anything whatever cannot be entirely programmed, cannot be fully secured 

in advance of its “taking place.” One could even go as far as to say that the 

facility, the support itself, in its “materiality” must remain indeterminable to the 

extent that it exposes the fate of its programme to the roll of a die.35 

Lebredt pinpoints the spaciotemporal element of utopia—it is not just a physical space, 

but a place locked in time. An artist-run centre not only “takes a place” or claims a 

place, it “takes place,” or occurs. Lebredt frames the artist-run centre as an action-

oriented place of infinite potential, which can never quite grasp its own future with 

certainty. In the words of curator and writer Mary MacDonald, artist-run centers are 

“open-source galleries where anyone can participate, inherit the code, and make 

                                                           
35  Gordon Lebredt,  "57.1:  Notes from the parergon*, August 12, 2007."  In Decentre: Concerning 
Artist-Run Culture = Decentre: À Propos de Centres d’artistes,  edited by Elaine Chang et al.  (Toronto: 
YYZBOOKS, 2008),  158. 
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changes.”36 The Floating Warren showcased an open-venue model which had the 

potential to be co-opted, where there was a risk of something unexpected taking place. 

As an artistic medium in itself, the venue is prone to being disrupted, in the same way 

that utopia is prone to failure. 

In an interview, Lindsay Dobbin described an unexpected occurrence which took 

place in a quiet moment at the Warren, in the company of three non-status Mi’kmaq 

artists from Newfoundland, Shannon Webb-Campbell, Meagan Musseau, and Joanna 

Barker. Dobbin recalls, 

We went down to the Floating Warren on the Saturday night and we stayed past 

when everyone else had left and there was no one on the shore. I brought my 

drum out and we played the drum together … When we finished this huge great 

blue heron landed right on the Warren … The light being nighttime, it didn’t 

seem quite of the world, but clearly was at the same time … I feel like that was a 

super important moment for the Warren project.37  

This is the essence of the Floating Warren as a “place”—it is only a “place” in as much 

as something “takes place,” or has the potential to take place there. As a time-based 

action and an artistic medium in itself, the venue can only exist temporarily. Josh 

Collins, designer of the Floating Warren, speculated that if the artists were offered 

another week aboard the Warren, the next stage “would have been to cut it loose from 

                                                           
36 MacDonald, “Artist-Run Life,” 18. 
37 Dobbin, Interview with author. 
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land and just let it float wherever it went.”38 Whether this emancipatory gesture is 

feasible or productive is irrelevant—the essential message within this statement is that 

the Warren was a speculative exercise that existed in the collective imagination of a 

group of artists, and continues to develop there.  

In the wake of FLOTILLA, it is clear that the purpose of the Floating Warren was 

not to emancipate the Atlantic artist-run sector from the austere realities of the Canadian 

culture system. By enacting a temporary utopia within that lived reality, the Warren 

became as a lens through which to look back on the system itself with renewed 

perspective. Fredric Jameson proposes that utopian space can be “an imaginary enclave 

within real space,” which is possible through “the momentary formation of a kind of 

eddy or self-contained backwater within the … seemingly irreversible forward 

momentum” of modernity.39 Within Jameson’s metaphor, amid the onward current of 

progress, a small pool can become a temporary utopic site. Truthfully, this static coastal 

enclave does not slow the thrust of the current, and this moment of retreat is not a 

productive act of resistance that works to systematically reduce the flow of austerity. 

However, sites like the Floating Warren allow visitors an increased awareness towards 

the momentum of the current itself, and in that moment of repose, the Warren awakened 

visitors to the gulf between dream and reality in the Atlantic artist-run sector. 

                                                           
38 Josh Collins, Interview with author, December 5, 2017. 
39 Jameson, 15. 
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Fig. 1: The Floating Warren Pavilion, Charlottetown, PEI (2017). Photo courtesy of The 
Floating Warren Pavilion & Projects. 

 

Fig. 2: Total Public Sector Revenues and Average Public Sector Revenues, by Province 
in 2010. Sourced from 2010-11 CADAC financial data based on 78 organizations 
funded in 2011 competitions (reconciled and unreconciled data as of March 2011). 
Photo courtesy of MDR Burgess Consultants, “The Distinct Role of Artist-Run Centres 
in the Canadian Visual Arts Ecology, 44. 
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Fig. 3: Gary Markle, The Pod, Charlottetown, PEI (2017). Photo courtesy of Shannon 
Webb-Campbell, www.instagram.com/swebbcampbell. 
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