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Abstract

While many factors influence an arts scene, perdmicre space shapes the scene in
many discernible ways. Performance space is agraitpart of the arts scene. Every artist,
musician, actor and dancer must perform in ord@atticipate in the arts scene. The
spaces of these performances are often overlooked wonsidering how the arts scene
functions or how to best support the arts in a comty. Through interviews with owners
and managers of performance spaces in Ashevilletermined how performance space
shapes the local arts scene. | defined the arntesaethe quantity, variety and quality of art
being displayed or performed publicly and the dsitgrand size of the artist and audience
base. Based on this definition, | discuss aspdgerdormance space that influences the
guantity, variety and quality of art and artistsdisheville, and the size and diversity of the
audience base. | found that performance space avasected to the arts scene in many
interesting ways. The availability of space infloed the number of performances and
displays. A variety of space led to a variety dffarms, likewise, high quality space
allowed high quality art to be performed. Each spawacts a part of the arts scene, and

all together performance spaces shape the enéresc
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Chapter I: Introduction

This study focuses on the space of performancesirexille’s entire arts scene. As
such, it is necessary to define an arts scenek®dirt” or “music,” definitions for which
have long been debated, “arts scene” does notdaxady definition. How does one
define a scene? A city can have multiple scenesinstance, there can be a punk music
scene and a country music scene in one city, veti ttle overlap between the scenes. A
music scene can also be a cultural space in whiahge of musical practices coexist, and
the relationships between those different musicattces (Straw, 1991). It can be a social
group or a physical space.

Academics studying music use the term ‘music scendéscribe several distinct
contexts. These can loosely be divided into thyped: local scene, translocal scene and
virtual scene. The local music scene is music ehestaround a specific geographic focus.
A translocal scene includes widely scattered Iscahes that are brought together around a
distinctive form of music and its lifestyle. A viidl music scene has people scattered across
large physical spaces that create a sense of a fugugh the internet (Bennett &
Peterson, 2004). The term is, therefore, confusgwause “it suggests a bounded place but
has also been used to refer to more complex siblatred of musical affiliation”
(Hesmondhalgh, 2005, p. 23).

| am interested in all types of art that make updhts scene, including music,
visual arts, theater, dance and uncategorized peafoce art, like puppetry. | want to be as
inclusive as possible to minimize the risk of exithg a type of art based on my own
preferences. For the remainder of this study, whese the term art or artists, | include
music and musicians, plays and actors, dance peafores and dancers and any other kind
of self-expression people choose.

The arts scene is more than just art. It inclubesartists themselves and it includes
performances and gallery shows. When someone sagsa neighborhood has a vibrant
arts scene, they do not mean simply that therg ia ¢hat place. It implies that there are
many artists, a lot of art happening publicly, maifferent kinds of art in the area, or the
quality of the art is high. Conversely, if a citges not have much of an arts scene, there is
not much art being performed or shown publicly.sTthbes not mean there is not art
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happening in the town, as many people may play ecnwigh friends or paint as a hobby,
but it is not publicly available. For this studgdnsider the arts scene the quantity, variety
and quality of art being displayed or performedlmljypand the diversity and size of the
artist and audience base.

In this study, | take the view that an arts scarnecal with a limited geographic
context, as opposed to a translocal or virtualsc&he area | focus on is within the
Asheuville city limits. I limited the area so | cauhave a full understanding of the arts
scene. Including the whole county or focusing darger city would have made it
impossible to have a complete study.

This thesis investigates performance spaces. Paaftge space in this study
includes visual art galleries and displays, bec#lusieis the medium through which visual
artists present their work to the public. Perforoeepace is different than arts space. Arts
space might include where art is created, wheaseptesented to the public, places it is
enjoyed privately, and temporary or transient spalteorder to keep this study focused, |
do not investigate studio or rehearsal space. fJpis of space can have an impact on a
region; in many places having artists move theidists into a neighborhood will instigate
gentrification. However, | want to understand hdw space of performance specifically
shapes an arts scene, so | limited my scope tormpeahce space. | am interested in how
the arts can be used for community and city deveéoy, so, for my purposes, | include
only permanent performance spaces that are opeavaidble to the community at large.
These are the spaces that will impact the entinenconity, especially how it is viewed by
tourists. | exclude church choirs performing foeittcongregation, school plays attended
only by the students’ friends and families, housecerts, and similar. Performances of this
type can be very important to the people involvedeed, it can make up the majority of
an individual's experience with the arts (Finneg®89). However, | am looking at
performance spaces from the view of urban planamjdevelopment, so this type of
amateur or ‘hidden’ performances, to use Ruth Fgané&s term, is beyond my scope.

Additionally, temporary stages or art displaysigefor festivals and special events
are not included in my study. This type of perfont@can have a significant and lasting
effect, even if it is temporary. In fact, Ashevilewn Belle Chere Festival greatly
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impacted the city by attracting people downtownimiyie time of decline. It is one of the
factors that lead to the resurgence of the downt@wmporary space is, in its nature,
difficult to identify and track. The location andtare of temporary space has less of a
direct impact on the type of performance withirFibr instance, a temporary stage at a
music festival accommodates many different kindsioéic, whereas the stage at jazz club
will be best suited for jazz music. In order to fxekis study focused, | excluded temporary
space.

In this thesis, the term shape means to influendehave an effect on. So,
performance spaces influence and has an effetteoarts scene. The space influences who
will perform at a venue or show at a gallery, andsequently in the entire city. The
number of performances that take place in theisishaped by the space. Who attends a
performance is shaped by the space. The qualdéytafisplayed or performed is also
shaped by the space. Several aspects of the spashape the scene, including the
audience capacity, size of stage, cost of rentiegspace and tickets, the location and the
atmosphere. Overall, performance space shapestth&cane.

The initial momentum for this research came frognawn life. Music performance
has been a part of my life since the fifth gradeew! first picked up the violin. | have
performed in school auditoriums, arenas, churdaege venues, outside, in friends’ living
rooms, and countless other places. These perfoeadrave been as part of duets, quartets,
chamber orchestras, symphony orchestras and biselgamds. The audiences have varied
from a few close friends to several hundred stresige

Although | have performed many times, | have bae@audience member more. |
frequent music concerts of all types, from rocblid-time to opera. | attend performances
of plays, including small student productions aargj¢ professional shows. | seek out all
kinds of performance wherever | am. This has inetldll kinds of dance by students and
professionals alike, poetry slams, sketch and stgincbomedy, puppet shows, aerial art
performances and many others. Additionally, witragtrmayjor for a sister, | check out
visual art in a variety of settings, from famousrauseums like the Tate Modern to

informal shows in warehouses converted into stgditéries.
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After traveling throughout the country, | noticddht places with strong arts scenes
are often exciting, desirable places. The artsesseemed to make a city an attractive
place to visit or live. Arts events brought people of their homes, gave tourists a reason
to visit, and added to the cultural life of a cityvondered - how does a vibrant arts scene
develop? The physical space of art looked likead b big impact on the scene, and |
realized that for the average resident and townisat really matters is performance space.
Studio and rehearsal space may be important sigrbut this has little impact on most
people. My next question was how do performanceespahape the arts scene?

Surprisingly, in my review of the literature, Iufiod little written about performance
space per se, although many articles mention theemion between arts groups and the
space they use to perform. Consequently, the fitexaeview in this thesis examines the
arts’ broad relationship to the city. First, | rewi literature on how the arts fit into the

wider community. Then | tease out the spatial atspeicthe arts.

Literature Review

Arts in the Community

The arts and artists themselves can shape a conyneither through individual
efforts or city-level planning. One extraordinatgry of an individual impacting her
community comes from North Philadelphia. The Vidagf Arts and Humanities sits within
a defeated neighborhood full of abandoned buildangs empty lots. Started as a garden in
one of those lots, the Village has bloomed toefiten-square-block neighborhood with
color and energy. Lynne Elizabeth and Suzanne Y ¢R0@6) describe artist and founder
Lily Yeh'’s work with the community as a way to use to “transform the grittiness of
everyday life into energy, beauty, joy, strength’27). The Village now contains many
murals, mosaics and gardens, and puts on a yeatiydl full of art and music to celebrate
its transformation and look towards future chan@g#izabeth & Young, 2006). The Old
Town School of Folk Music represents another examplan individual arts organization
revitalizing a community. Located in the once dawdtlen Lincoln Square neighborhood
of Chicago, the school, which offers music and eéaslasses as well as concerts,
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transformed the neighborhood. Instead of emptyedtonts there are a variety of shops
and restaurants. Instead of worrying about sathg/neighborhood has become a desirable
place to live.

Cities have used the arts to revitalize certaiasrasually their downtowns.
Several cities in Connecticut, for example, havewated older theaters to bring life back
downtown. These efforts received funding from pievadonors, corporations and the state.
Part of the renovations created extra space fonuamty groups and touring shows,
allowing more people to benefit than a single teeabuld accommodate. These theaters
inspired restaurants and bars to open nearby (kel€99). North Adams, MA opened the
Massachusetts Museum of Contemporary Art to basstdonomy (Zukin, 1995). Because
of its declining industrial economy, North Adamsned to the arts in an attempt to save
the city. Another declining industrial town, Cowanty British Columbia, painted murals on
many of its buildings after its last major compaagawmill, left. The effort at murals
successfully attracted tourists and new businegsasading, surprisingly, a sawmill
(Goodey, 1994).

On an even larger scale, New York City gives amgxda of how the arts can
change a community and fuel urban growth. Elizaleaifrid (2007) described how New
York’s economy is driven by cultural industries.eSbund that cultural agglomeration
provided benefits to the arts scene, as well asithi@s a whole. It is important for any
artist hoping for an international career to berimear New York City, yet high rents make
this difficult (Plattner, 1998). Hoboken, JerseyyGind Newark, all along a rail line into
New Jersey, are good choices for artists displagdaagh rents in the city (Cole, 1987).
Some localities encouraged artists to immigratéaéon, but many artists felt the efforts
were not really aimed at them, but were insteadnteattract wealthy residents and raise
property values (Cole, 1987; Grodach & Loukaitodesis, 2007). Artists displaced low-
income residents in their new locales and initiagdeditrification, in part because of their
willingness to break racial barriers and live inddown places (Cole, 1987). The fact that
artists were moving into an area shaped how thexaamty developed.

Consequently, artists themselves can change abwigbod. David Ley considers
artists the agents of gentrification (2003). Theation of an aesthetic disposition usually
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involves middle-class origins and advanced educasio artists, even those with low
incomes, fit in the middle class aesthetic (Ley)20 The aesthetic disposition, cultural
capital and middle class origins of the artist suimto capital when wealthy people move
into artist-laden areas and increase property gallieis makes sense when you consider
the importance of cultural capital to the modetiesi symbolic economy (Zukin, 1995).
Some property-owning artists benefit from the lasd change they instigate, but many
artists are victimized, along with low-income resits, by gentrification. They may lose
access to their studio space and be forced toniwg affordable space. Artists feel they
are part of a controversial neighborhood changehich they have no control (Ley, 2003).
Arts-related development can, of course, changaghhorhood. These changes
have a spatial aspect, such as the migration istsadut of high rent areas of New York
City for New Jersey (Cole, 1987). The artists’ cdeoof where to move had everything to
do with geography: was it close to New York witlsyaccess? Did it have appropriate
studio space? Gentrification resulted, in part, uthe middle classes’ desire to be close
to artists, or even live in the same spaces (ZUd82). A neighborhood can also benefit
from the space-defining properties of public artwéll-situated sculpture can make a space
or neighborhood memorable. This idea has beeninsadny communities to attract
visitors (Goodey, 1994). Seattle’s Fremont neighbod, for example, installed a 15-foot
concrete troll under a highway overpass, instagithing the space a new whimsical feel.
The arts can shape a community or city, but whapsh the arts scene? A
willingness on the part of the artists to creatrtbwn studio or performance space can
mitigate a lack of readily available space. Alonighvthis, availability of adaptable space
can impact the scene. Artists need space thateaadly adapted to suit their needs,
which vary from artist to artist. The cost or rehfrts space determines which artists and
how many artists will be able to reside in a gieeea. If the rents are too high, artists will
look to other areas to locate their galleries, is&jdvzenues and rehearsal spaces. Public
funding can alleviate some high rent problems. Tisigally aids non-profit organizations
that house education spaces, and performance aitaten spaces. Public funding can
also impact the arts scene not just through spateglso by funding arts education, art
supplies, administrative costs, etc. Along with lpufunding, links between the arts and
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commerce greatly influence the scene. Many musicieg, for instance, are also bars and
restaurants. Having businesses interested in fumthéhe arts scene means there will be
more opportunities for artists and musicians tdqver or display their work.

The arts are used to fuel the “urban growth machmmeugh arts-centered
development coalitions (Whitt, 1987). These coathisi consists of large corporations,
developers, arts groups, arts advocates, governoffenals, city planners and historic
preservationists. Coalitions support the goal dliding performing centers, and make
many arguments in favor of using the arts to supjherurban economy. The arts
encourage physical development and preservati@hyigality to city streets, and
contribute to the local quality of life. Better yéts a clean industry.

The economic impact of the arts as an industry conamunity has not been
overlooked. A recent report by Americans for thésAthowed the importance of the non-
profit art sector to cities (Americans for the A2907). The report contains extensive data
on the industry, both from the audience side apdtiganizations’ side. Americans for the
Arts surveyed audience members to determine tlpereditures when attending an arts
event. They surveyed organizations on their exgerel, as well as information like
employee numbers. They found that the arts ses@significant industry in many cities.
In the US it drives a $166 billion industry thapports 5.7 million full-time jobs and
generates nearly $30 billion in government reveanuaually (Americans for the Arts,
2007). To those 5.7 million full-time employeess trts mean business. Allen Whitt
(1987), and Carl Grodach and Anastasia Loukaitaie/® (2007) and have argued that
much of the arts industry, especially in the ceynter, benefits the rich over the poor, and
puts economic goals ahead of the public good. £iéiek studies on the risk, costs, revenue
and expenditure patterns to expect from culturahgl letting cultural planning become
captive of real estate interests, cultural indastand cultural elites (Markusen, 2008).

There are questions regarding the proper relatipristtween art and the drive for
profit, but many artists want commercial involverhahsome level (Whitt, 1987). Will
artists always desire a commercial connection@itisult to know, but even now some

artists stay away from blatantly commercial oppwoitias (Plattner, 1998).
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Artistic diversity in a community stems from thevelisity of its residents. A
gentrified neighborhood, even if it started as dist&’ neighborhood, will not necessarily
continue to be artistically diverse. Economic inglgy promotes artistic life, while
educational inequalities restrict activities. Teglkn, according to Judith Blau and
colleagues, a general population without a higlklle¥ education lacks interest in
participating in high art events, such as symphmncerts. An artistic disposition
generally forms through higher education. Econaditersity in a community creates the
need for artistic diversity. Wealthy people canmupall types of arts, but often support
high art as a way to “draw a symbolic boundary leetwthemselves and the populace”
(Blau, Blau, & Golden, 1985 p. 327). Poorer peajidenot have the resources to support
high art, leading them to support different kindsud. Additionally, economic inequality
increases the differences between social classds;ansequently their cultural and artistic
preferences (Blau, et al., 1985). Having a diversitpeople (i.e. economic diversity) leads
to a diversity in artistic tastes and a higher prtipn of artists in the community to fill the

needs of the populace (Blau, et al., 1985).

The Spatial Sde of Art

The literature on spatial aspects of the arts siemegnimal, but it is possible to
pull useful information from sources not entirepasially focused. For example, Carl
Grodach examined the impact of two flagship cultprajects on local arts development.
As part of this project, he mapped all arts spacestly galleries, within one mile of the
flagship buildings. While it is difficult to prec$y measure the impact of the cultural
flagship projects on arts development, Grodachrgeted that one of the factors for
success was the attributes of the local contéed,How much vacant, usable space
surrounded the cultural institution (Grodach, 20@8)en this article focused on the
benefits of flagship projects presents a spatiaiganent.

Scholars, such as James Bau Graves (2005), anlarkusen and Greg Schrock
(2006), have differing opinions regarding the antafrspace arts groups need in the city.
The arts began receiving increased private andgfuriding in the late 1950s, leading to

an explosion in performing arts groups and programnd creating, in turn, a housing
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shortage for the arts (Whitt, 1987; Zukin, 1982) tihat point the physical development of
performing centers became a goal of many citieaedaBau Graves believes that there are
still not enough arts facilities, especially foettiverse needs of ethnic groups in most
communities (Graves, 2005). According to him, orag/ W encourage the arts is to give
artists more space. Having appropriate space féompeances enhances the entire arts
scene. In other words, space produces more apaase $s produced (Leyshon, Matless, &
Revill, 1995). On the other hand, several schaagsie that cities should diversify away
from entirely ‘bricks and mortar’ subsidies (Groda2008; Markusen & Schrock, 2006).
Artists need more than just new buildings to createThey need funding for salaries and
supplies, factors often overlooked in the rushubyp buildings.

Performance can happen anywhere, but it is impbttalook at where it usually
takes place, and why. For instance, classical ntasds to be performed in large, beautiful
halls, perhaps to make a statement: this musimop®itant (Knight, 2006). Yet, orchestras
can also perform in outdoor settings, in smalldishat schools or a variety of other places.
The space in which a concert takes place has aotefh the listener (Knight, 2006).
Western classical music, however, is in many wadgsgbtess compared to other types of
music. It has a wide reach, but does not obvioosige from a particular region.
Performing classical music in concert halls elinaavariability in listening. The concert
halls have become regularized and with the inventifoscores, the performance was under
total control by the composer (Leyshon, et al.,5)9%he space of the performance greatly
influenced how classical music developed.

The same is true for theater. The space of perfocmaffects how the audience
understands plays. There are two basic styleseattéh: one with a proscenium arch and
one without. The proscenium arch is the arch seteatront of the stage dividing the stage
space from the audience space. In proscenium teheaudience faces the stage directly
and is separated from the performers by the arbichais where the curtain runs. “The
basic western device to create a theater of dreathe curtain which reveals and conceals,
effecting a gap between the embodied human beitigeihere-and-now and the ‘heart’
which has its place elsewhere. The curtain crahtespecter of a more profound truth
behind it” (Wiles, 2003, p. 209). Theaters withthe proscenium arch bring the audience
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into the story, because audience and performempycdtie same space (Wiles, 2003). This
difference in the basic arrangement of a theatatyr impacts how audiences experience a
performance. The space also impacts the kind gsgarformed. Productions with large
casts and sets need the proscenium theater, bytptays require a strong connection
between the audience and actors, in which caseust tftage with no arch works much
better.

To the innovative theater architect Andrew Todeéatier and architecture are both
about the relationship of the body to space, aolit@cture needs to help tell the story
performed in a theater (Heathcote, 2009). Greatemodrchitects have not made great
modern theaters because today’s theaters neethaaanount of incompleteness; they
need to be a responsive vessel for others to daskiTodd & Tompkins, ND). Architects
have a difficult time creating this kind of incorep space. Theater groups themselves
make the most innovative, appropriate performapeee (Todd & Tompkins, ND).

Peter Brook, a well-respected theater directoragdrtook the space of
performance into account when he produced a plagd® Lecat, 2003). The set in his
plays was minimal, but the whole atmosphere ofsfhece, including the audience area,
was important. He traveled extensively with hisatiee troupe. When planning a
performance in a new city, he looked everywhereafoappropriate space. Often the
selected spaces were not set up for theater. Hellawe seating built, a stage area set,
and any other adjustments made that he felt wonpfave the theatrical experience. He
even made adjustments when he performed in anrexisteater, because he felt the space
had a real impact on the play (Todd & Lecat, 20@8¢ferring non-proscenium theaters,
Brook would at times build a thrust stage out plastarch and have the majority of the
performance take place in front of the prosceniuch.gAccording to David Wiles (2003).,
when Brook toured, he wanted spaces that had aicéeel, and regretted “the way that
many of the raw, found spaces which he createdatdvwours had their life removed
when sponsored by local authorities, smartly fihetland packed with technology” (p.
264). For the permanent theater he came to octigpyeeded “a space crafted with skill
and imbued with history” (Wiles, 1997, p. 4). Haifal just a space in the Bouffes du
Nord, a theater in Paris, which had been abandforgekars before he started performing

10
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there. It had a physical sense of history, andigte feel to draw the audience into the
performance (Todd & Lecat, 2003).

Theater groups and directors know the kind of splaeg need for a given story,
and often use untraditional spaces to fulfill thesed. For instance, the Neo-Futurists, a
Chicago theater group, performed a play about brafiving in a craft brewery, a ‘found’
space. Todd views this kind of reuse and adaptati@pace as a sustainable path for
performance space. These found spaces satisfyedtefar roughness and grit and leave an
openness for improvisation and imagination (Heat#c2009). The ultimate place for
improvisation is the street. Street performerssfamm urban space into a theater.
Sometimes performers use chalk to draw a stagseoother aspects of the urban space to
delineate the space, like a small ledge or staimsaudience circled around a street
performer comes together in a way an audienceheater with set chairs and a stage does
not (Harrison-Pepper, 1990).

Many physical aspects of a space influence thpeaformed within it. As
mentioned earlier, the arrangement of a space itmpa&cformances. The size of the space
does the same thing. It also dictates the sizeeoptoduction and the number of audience
members that can participate in the performancdoifeance spaces often fill niches
within the arts scene. Bars will show music thatildanot necessarily be seen in a more
formal space. The feel of the space allows cetigias of performances. For instance,
churches host musical performances that fit thgace, usually classical music, which does
not require amplification. Gallery owners desigaittspace to fit the art they plan to
display. High art is displayed against white wall®pen, uncluttered environments. Raw
spaces allow innovative theater to be performedoReance is greatly impacted by
performance space.

The informal arts are an important, yet often cvekled, section of the arts scene. |
will discuss their geography later in this sectidhe informal arts consist of amateur
groups, such as a community choir or a hobby paiBteeryone recognizes formal arts
groups, like symphony orchestras, but the inforantd also add vitality to the community
and the larger arts scene. Yet, the informal aggyanerally hidden from view and often

unrecognized, even though there is widespreadcfzation (Graves, 2005; Wali,
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Severson, & Longoni, 2002). It is hard in many saseeven distinguish between formal
and informal groups. Ruth Finnegan (1989) haddlffsulty in her study of the amateur
music scene in a British town. Even within a singgad there could be musicians who use
the income as their entire salary and those thatitside income. One would be considered
professional, the other amateur. Finnegan fouddfitult to distinguish between amateur
and professional in the music scene (Finnegan,)128&wise, both amateur and
professional musicians perform in the same spacaking it difficult to say if it is a
professional or amateur performance venue.

The connection between formal and informal artsoiswidely known (Wali, et al.,
2002). For instance, many formal arts groups, thiikerenowned Steppenwolf Theater of
Chicago, started out as informal groups, a smalligaan theater troupe in the
Steppenwolf's case (Wali, et al., 2002). The cotinadetween formal and informal arts
can also be as simple as individual connectionsryesuccessful professional performer
has connections to amateurs in the form of studemsadmirers, and amateurs have
similar connections to beginners, which createsrtftemal arts sector (Graves, 2005).
People involved with the informal arts come frometse backgrounds, which can lead to
an energetic arts scene (Wali, et al., 2002).

Informal art has its own geography. Informal groaps dispersed throughout the
city, even in ‘arts-poor’ areas (Wali, et al., 2D0@lany groups often change rehearsal and
performance locations, since they do not havedkleurces to own or in many cases even
rent a space. Many amateur and semi-professiooaéstras, for instance, do not have
their own space, so have to use school, churclt, auniversity facilities (Knight, 2006).
Informal groups are at the mercy of these insongifor use of the space. People need
informal groups they can participate in, becausaroanities come together through weeks
and years of working together on an artistic endeavwt through a one-time event.
Consequently, informal arts groups need spacesdireyise for an extended period of
time.

The importance of the quality and quantity of perfance space is established, but

the precise role it plays in the whole of an urbas scene is not well understood. In order
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to take a close look at how performance space shtipearts scene, | conducted a case
study of Asheville, N.C.

Study Site: Asheville

Asheuville is known throughout the Southeast foribgant arts scene. It boasts
galleries of all types, with a focus on crafts. Mus everywhere, even on the streets from
an array of street musicians. It has professioaatd and theater troupes, a symphony and
opera, as well as a network of informal, start-uptberwise transient arts groups. Big acts
come through the city. Smaller groups perform atrtamerous venues throughout town.
The arts scene is an integral part of Ashevillejfsutation, and it often makes it on lists of
arts cities. In 2009, American Style Magazine rahksheville number two in its list of
small cities that are arts destinations ("Top 2& Arestinations,” 2009). In 2008, Where to
Retire Magazine listed the city as a top town foraad music lovers ("Eight Enriching
Towns for Art and Music Lovers,"” 2008). The arterse makes the city a desirable tourist
destination and place to live.

Another way to view Asheville’s artistic concentaatt is through Etsy, the most
highly trafficked online marketplace for indie dsafAn artist or crafter rents a section of
the website where she or he can sell their crdftsle the art sold here is quite different
than high art as seen in New York City, it is stijood proxy for the artistic prevalence of
Asheville. The city has a high percentage of artigth Etsy accounts, indicating a strong
artistic presence. Data on Esty accounts per 1@fopolitan residents show that
Asheville ranks number six in the entire countrythe same league as well-known arts
places like Portland, OR and Austin, TX (Shultz &,52010).

| chose to study Asheville for many reasons. laige enough to have a significant
arts scene, but small enough to be manageable itntle frame of this project.
Additionally, its proximity to Knoxville, where | as located, made it feasible for me to
study first hand. Asheville has a reputation aars town, and there are many artists and
musicians there. So, although the population idlsmthan other well-known arts places,

like San Francisco, there is enough of an artsestigat it yielded an interesting study.

13

www.manaraa.com



Also, the smaller population means that many arkabw each other, like in any
community. This helped me identify the approprizggeple to interview.

Asheuville rests in the mountains of western Nor#rdina. As of 2008, it has about
75,000 residents in the city itself, over 400,00@he metropolitan statistical area (U.S.
Census Bureau). The city has been a tourist déstmfor years, at first for its natural hot
springs, mountains and the famous Biltmore Estatd,now for the outdoor amenities and
art and music scene. In the 1920s, Asheville hadoening economy, and the city built
many expensive municipal buildings including thélpulibrary and courthouse. When the
depression hit, the municipal government accumdlatgreat deal of a debt surrounding
its municipal buildings. This financial crisis wast fully resolved until 1977 when the last
bonds were paid (Scherer, 2007). The city expeeem@mother hardship in the 1970s when
businesses left the downtown for suburban mall@$€h2007). In 1973, the Asheville
Mall was built on the outskirts of town, effectiygdulling all retail activity out of
downtown and leaving it almost entirely abandorfaderson, Brown-Graham, &
Lobenhofer, 2006). Perhaps the earlier debt proloi@mbe thanked for leaving the city
with no money to demolish unused buildings in teetral business district (CBD). It left a
rich architectural heritage untouched. Many ofdgheat buildings in Asheville were built in
the 1920s boom, and are now being renovated irdméss and residential spaces. In 1980,
a developer proposed a downtown mall, which woaldehieveled many historic buildings.
The project failed, in part because of the effofthistoric preservationists to preserve
buildings downtown (Anderson, et al., 2006). Therted an effort to revitalize the
downtown (Anderson, et al., 2006).

Now Asheville is immensely popular for the many aities offered, such as
nearby hiking trails and the vibrant arts scenes Widely regarded as a hip place; larger
nearby cities are said to have ‘Asheville envy.h@gille is a travel destination, but also
draws new residents from a wide region. People nimvsheville without a job, and when
faced with a difficult job market, they become epteneurs. Artists and musicians are also
drawn to Asheville because of its lively scene.

The superintendent of cultural arts for the cityAsheville told me that the city’s

art scene seemed to happen in spite of itselfsBbe the art scene as very individualistic,
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without a strong community. Others involved in #res had similar sentiments about the
formation of the arts scene. The managing direafttine Asheville Community Theater,
for one, said, “I tell a lot of people, Ashevillewhat it is today through zero planning. It
just happened” (P. Atwood, personal communicatiday 4, 2009; all interviewees and
interview dates are listed in Appendix Ill). Othexhoed this with comments like “it grew
up all by itself” and “a lot of what happened wAkhville was organic growth” (H. Maloy
and J. Ellis, personal communications, May 11 amy Bl 2009, respectively).

Specific individuals and institutions have furthettee arts scene in Asheville.
Several crafts schools, like the Penland Scho@lraft, are near Asheville. These
institutions have been in existence for many yeHlns. area is recognized as a place for
making art in part because of these craft insthgi(B. Skidmore, personal
communication, May 7, 2009). Individuals have aiftuenced the development of the
arts scene. Several informants mentioned John @saancatalyst to the arts scene in
Asheville (Ellis, Atwood and Bonds, personal comications, May 6, May 4, 2009, and
Jan. 20, 2010, respectively). He renovated buiklengd opened galleries while others were
afraid to go downtown (J. Cram, personal commuigoatian. 21, 2010). Other
individuals also played a role. As the directotha Asheville Contemporary Dance
Theater said, “the artists have done it themsel(@s'Collard, personal communication,
May 7, 2009), indicating that it was the artistatthuilt the arts scene. Artists started the
River Arts District by buying an old warehouse aadiverting it into studio space (W.
Whitson, personal communication, May 8, 2009). Tédisother artists and developers to
renovate further buildings into art studios. Inesttowns this type of district is instigated
and designated by the city government, but in Aslleei¥ was the artists themselves.

Once Asheville started to be known for the artds@rand performers were drawn
to the city. There is a general understanding @région that if you are planning on being
an artist, Asheville is the place to do it (B. Skimke, personal communication, May 7,
2009). The influx of artists created a critical masAsheville, which is a good
environment for artists to live. Wherever you gddsheville, there is art or music. It is
difficult to find a place to eat on a Friday evemihat does not have music. As the
managing director of the Diana Wortham Theatre @xpd it, Asheville is the kind of
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place where you bump into the arts on a regulasi{asEllis, personal communication,
May 6, 2009). Art is not something you have to seak it is everywhere.

Even with what seems like a great variety of amne feel Asheville’s arts scene is
lacking. Connie Bostic, an Asheville artist, wratea 2009Mountain Xpress newspaper
article that Asheville’s galleries do not show thbtsprovoking work and only show work
that will be liked by most customers. She believés is a result of the
overcommodification of art. At least some acconip@is artists living in Asheville do not
show their work in the city, because, accordingastic, there is no place for the type of
art they create. She acknowledges that artists toeealy the bills, but wonders whether the
city should value the arts industry or the artlitd@ostic, 2009). On the flip side, artists
from outside Asheville show their work in Ashevidlegyalleries. Asheville’s art scene, like
any art scene, does not have well defined bourglarie

The Chamber of Commerce has a limited influenctherarts. The chamber houses
the visitor center, which holds pamphlets and Byfer many different galleries and arts
groups. The River Arts District Artists joined retly, and have their pamphlets at the
chamber for tourists to peruse. A tour bus startseachamber, and one of its stops is the
River Arts District. At least one gallery, howevgrined the chamber but did not renew
because they felt it did not enhance their business

The media does not appear to have a defining mofsheville’s arts scene. There
are two main newspapers: the Citizens-Times andntéom Xpress. Shows and gallery
openings are listed in both papers. Radio stat@asmsyell, announce and sponsor shows.
Beyond that, the local media does not have a liangact on the arts scene. Most
performance space managers did not mention thefdoke local media, besides using it to
advertise shows. | contrast this with WDVX, whialeatly enhanced the Americana music
scene in Knoxville through its daily live perforntas, choice of songs, and sponsorship of
music events throughout town.

While many feel that the arts scene in Ashevillpdened on its own, the municipal
government does have a role in the scene. Th@eoitgrnment puts on the Bele Chere
Festival, the Asheville Film Festival, and a Jufiyolebration with bands and local

vendors. Bele Chere is a summer music and vists&festival attracting about 300,000

16

www.manaraa.com



visitors to Asheville’s CBD. The city also maintaipublic art and the W.C. Reid Center
for Creative Arts. There have also been at leasiuple instances where the city leased or
sold land to arts organizations so they could bpddormance spaces. For example, the
Asheville Community Theater bought the land forbitslding from the city in the 1960s.
At that time, many cities were working on urbanewal. The Asheville government had
seized and torn down several old buildings and g@dand to non-profits for reasonable
prices. Consequently, the Asheville Community Teehbught a piece of land and built
their theater, which opened in 1972 (P. Atwoodspeal communication, May 4, 2009).
Pack Place, which houses the Diana Wortham TheattéArt Museum, is built on land
owned and leased from the city (J. Ellis, persaoaimunication, May 6, 2009).
Additionally, the new Performance Center in Ashlevis slated to be built on land
currently held by the city government (J. Milinrpenal communication, May 5, 2009).
Aside from these things, the city has had littleldowith promoting the arts. It does not
give much funding to artists, or maintain much spfae arts performance.

Many involved with the arts scene are frustratetth wie lack of support from the
city government. One performer said, “They’re venyart; they realized that the artists are
doing it without any help. They don’t put in 25 ¢&nThere is no budget. They advertise it
all over the US and abroad, the arts of AsheMillg,there is no budget” (G. Collard,
personal communication, May 7, 2009). This sentinerepeated by other performers.
“They take it for granted that the arts are herkthey use it as a tourism boost without
supporting it at all” (H. Maloy, personal commurioa, May 11, 2009). These frustrations
are amplified by a worry that the arts scene igifeaso may fade away as quickly as it
expanded, especially if there is no support froerttunicipal government. People feel that
since a large part of the economy is based onrteethe local government should do more
to support it. Of course, the critic would say, #res are thriving in Asheville, why spend
money on it? When posed that question the admaiiggr coordinator of the Performance
Center of Asheville responded, “that’s interesting¢ause that’s the public facade. The
reality of the situation is that it may appear tthet arts are thriving, because there is so
much activity in this town, but everyone is struggt (J. Milin, personal communication,
May 5, 2009).
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Lack of support from the city government means #tlgpberformance space in the
city has to be created and maintained by indivituesinesses or non-profits. This
influences what type of performance spaces withvelable in the city and who uses the

spaces.

Finding Spaces, Mapping and Interviews

An important step towards understanding performapeee is to know all the
performance spaces. By scouring the Internet acal lewspapers, walking the streets and
asking informants, | compiled a list of performarspaces in Asheville. If | was unsure if a
space had art, live music or theatrical showsnfiomed it with an employee via email or
telephone. | included only spaces that are operatiedded by the community at large. For
example, schools that have concerts or plays ateodly by parents were not included.
This shows what is really available in the artsxec® the entire community. | also
excluded temporary spaces, like street musiciaatilmes and temporary stages, in an effort
to show only the ongoing, relatively consistenti@enances and displays in the arts scene.
A map was created showing the location of all penmce spaces (Figure 1; this and all
following figures are in the Appendix). Three mab®wing only music venues (Figure 2),
visual art displays (Figure 3) and performancdtagater, dance, etc.) spaces (Figure 4)
were also made.

| requested interviews with managers at a variégpaces on the complete list of
performance spaces. Interviewees were selectedwidp a broad overview of the
performance space in Asheville: small and largiedint types of art, and varying
locations. Each interview lasted between 30 anth®ites, and took place either at the
performance venue, a coffee shop or the interviesaadéce. | recorded and transcribed
each interview. In a few cases, an in-person ingarwas not possible, so | conducted
phone interviews for those individuals. In thesgesa | wrote a summary of the interview
instead of a full transcription. The interviews weaemi-structured. | asked preset
guestions, but often used unscripted follow-up tjaes to explore an interesting topic.
The questions | asked all interviewees dealt witthience composition, reasons for
opening the venue, choice of location, likes arslildis of the space, connection with the
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city government, view on competition, and typesmaisicians or artists who performed or
showed work there, respectively (Appendix Il. Intew Questions).

| interviewed 22 people involved with the arts seanAsheville (Appendix Il1.
List of interviewees). Each is involved with a mgrhance space in a management
capacity. Several are directors of a performaneeepsuch as John Ellis, the managing
director of the Diana Wortham Theatre. Others dwendpaces, like John Cram with his
galleries and movie theater. A couple organizegoerdnces within a space, such as Peggy
Ratusz, the booking manager at Jack of the Wooditiddally, | stopped into many other
performance venues, mostly galleries. On most eamea®f doing this, | was able to talk
briefly with the proprietor or clerk about the spatchatted with 19 such people.

I compiled all the interview transcriptions and soaries. From there | analyzed
for major topics and themes related to how perforzeaspace shapes the arts scene in
Asheville. Based on the interviews, | divided tlegfprmance spaces into three categories:
music venues, theater and dance space, and visgallaries and displays. These were the
clearest groupings of the spaces, even thoughalespaces fit into multiple categories.

For example, the BoBo Gallery has music eventsedsas visual art displays.
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Chapter II: Description of Asheville’s PerformanceSpaces

Location of Performance Spaces

To best understand the role of performance spadsheville’s arts scene, |
identified all the performance spaces in the dWtgst performance spaces are clustered in
the CBD. Within the CBD there are discernible patte Many performance spaces are
along two streets: Broadway Street and Patton Aeewhile these streets are considered
the major thoroughfares in Asheville, it is not aimstreet city. It is set up in a grid
pattern, with many streets serving as businessdoos: Lexington Avenue and Haywood
Street, for example, are both lined by shops. Paidace spaces in the city are distributed
throughout the CBD'’s grid, with concentration oroBdway and Patton (Figure 1).

Most of the large, well-known performance spacesfiotypes of art are located in
the CBD (Table 1). This includes the Civic Cenfeat, Museum, Diana Wortham Theater,
Blue Spiral 1 and Orange Peel. Notably, two largegrues are outside the downtown.
These are the Lipinsky Auditorium and the Grey EagVhile being outside the CBD, both
of these venues are within clusters of activityihsky is on the University of North
Carolina, Asheville (UNCA) campus and the Grey [Edglin the River Arts District. So,
even though they are not in a normal location downt they still benefit from a clustering
of activity like that of the CBD.

Performance spaces outside the CBD are mostlyddaaithin secondary clusters,
including the ones mentioned previously (TableThe River Arts District is the most
notable cluster. It is located a couple miles saett of the CBD in what was once an
industrial section. Artists converted warehous#s studios and now display and sell art
from their studios. There are more than 120 anistking in the district. An area called
West Asheville, along Haywood Road, also has aetud performance spaces. This area,
slightly farther southwest from the CBD than thedRiArts District, has a combination of
music venues, like the Rocket Club, and visual speces, like the metal sculptures seen at
Steebo Design. West Asheville is located withiesidential neighborhood. Another
secondary cluster, Biltmore Village, which is nds Biltmore Estate, has several
galleries. This tourist area markets to BiltmorgaEesvisitors. Finally, there is a cluster of

20

www.manaraa.com



performance spaces on the UNCA campus. This inslgd#eries, space for theater and
dance performances, and music venues geared tostadmnts at the university.

Table 1 illustrates which performance spaces atledrCBD and which are outside
the CBD in the secondary clusters or otherwise.tabhk includes the type of art hosted at
each space (music, visual art, theater, etc.)edlsas the main purpose of the space, if its
not performance focused. Capacities for non-viaual spaces are also included in the
table. Spaces range in capacities from about 28600 people.

There are at least 52 music venues within thelioitiys of Asheville at the end of
2009 (Figure 2). The CBD, unsurprisingly, has thestivenues. The large venues,
including the Diana Wortham Theatre and the OrdPegl, are located downtown. Also,
most of the bars, restaurants and coffee shopfi#ivatlive music are located in the CBD.
Another area with less significant clustering isstvasheville, a neighborhood a couple
miles from the CBD. West Asheville has three musigues: The Rocket Club, The
Admiral and Westville Pub. Venues that exist owgsite CBD and West Asheville are
churches, venues on UNCA'’s campus, and the occsiort-of-the-ordinary space, like
the Hop Ice Cream Café, which infrequently hasdrkit’s concerts.

There are about 20 performance spaces for theiece, comedy and other types
of performance art (Figure 4). This is significgrféwer than the number of music venues
and visual art displays, but is still a large numiioe a town the size of Asheville. These
spaces are clustered in the CBD. Many of theseespae multi-use, so host music as well
as other performance art. Other spaces, howeefpansed on one type of performance.
There are two spaces focused on theater and oderme: NC Stage, Asheville
Community Theater and the BeBe Theater, respeygtiigne of these are on major streets
in Asheville. NC Stage is down an alley, Ashevillemmunity Theater is on a less used
road on the edge of the CBD, and the BeBe Thesitan the backside of buildings on
Patton, across from a parking lot. The comedy carbsn more obvious locations, as are
the multi-use spaces. UNCA has several venuesi®tytpe of performance, but other than
that, there are no performance spaces in othendacpclusters in Asheville. There are a
couple arts centers outside the CBD, which arededwn classes, and one outdoors stage

for an annual Shakespeare festival.
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There are at least 71 spaces displaying visu@Faytire 3). There is even more
significant clustering of visual arts spaces tharsimvenues. Most are very centrally
located on main streets in the CBD. A gallery wadlppens several times a year, which
brings customers to the galleries in the CBD. Thmsside the CBD are in tight clusters in
the River Arts District, West Asheville, Biltmoreillage and UNCA. Virtually the only
visual art display not in a cluster is the Grovedd@zallery, located near the Grove Park
Inn north of the CBD.

There are interesting differences in the spatialagies of the various art forms.
The visual arts tend to be tightly clustered, awhted on main streets. This is necessary
for galleries, because much of their business dentd passer bys. Being located on a
main street in an arts cluster puts them in comatt more customers. Music venues are
similar, but do not need to be as focused on the steeets. Music venues tend to be
located downtown, and are often on a main strepe@ally the bars that serve as music
venues. Many of their customers are people walkingnd who stopped when they heard
music. However, it is not as imperative for musenives to be in these clusters. Churches,
for example, host music and are located througti@itity. Some music venues in the
CBD, like the Orange Peel, are not necessarilytémtan a main street, because they can
draw in customers principally for a show they aosting. Performance spaces for theater
and dance do not have the same clustering tendeagithe galleries and music venues.
These spaces may be on a side street downtowrenrie an area outside the CBD.
Theaters are destinations, not a place where sameitirhaphazardly stop. For that
reason, they can be located anywhere, although ew@nstill in the CBD. This is in sharp
contrast to the art galleries, which need to benain streets in the CBD.
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Description of Performance Spaces

In this section, | give the reader a basic overnvaéthe performance spaces in
Asheville before discussing the ways that the spabape the arts scene. There are at least
130 performance spaces in Asheville. These spachksle a wide range of buildings of
varying size and function. | will discuss the penfiance spaces in each of three categories:
music venues, theater and dance performance spatejsual arts galleries and displays.
Many spaces are multi-use, that is, host perforesntmore than one category.

There are at least 52 music venues in Asheviilgu(gé 2). Very few, however, are
strictly music venues. In fact, only three are asilely music venues (The Orange Peel,
The Grey Eagle and The Garage at Biltmore). Theseen only for concerts, unlike a
bar with live music that would open even when adbaas not performing. Others have
formal stages, but host theater events or otherstgb performances as well as music
concerts, such as the Diana Wortham Theatre ongkyi Auditorium at UNCA (9 of 52
venues). Bars and restaurants that have live nmake up the highest percentage of music
venues in Asheville (21 bars and restaurants). €tas that host concerts outside their
normal services make up 11 of the 53 music venligsrest of the venues are an
assortment of coffee shops, record stores or thespdce.

The three spaces that are exclusively music veargesome of the biggest, most
well-known and respected spaces in Asheville. Tren@e Peel, which has a capacity of
942 people, gets many big name bands like Smashingpkins, the Flaming Lips, and
Ben Harper. The venue draws people from througti@utegion for its audience. The Grey
Eagle has a capacity of 550. The Orange Peel aag Esagle were mentioned by many of
my informants, while the Garage at Biltmore was madicating it is less well-known than
the other two venues. It also has a smaller capati00.

Other venues, the multi-use spaces, are as largelarger than these three music
venues. The largest venue in Asheville is the Adlee@ivic Center Arena, which can
accommodate about 7600 people. It hosts the sHatsite expected to have very large
audiences, such as the popular Christian rock baird Day. The Thomas Wolfe
Auditorium is located within the Civic Center argd as one of my informants said,

“woefully inadequate by today’s standards” (J. Wilpersonal communication, May 5,
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2009). Itis a 2400 seat theater built in 1939 mmbvated in 1971 (The Asheville Area
Center for the Performing Arts Inc.). The spacé&daa good acoustics and modern
backstage facilities. There is a group in Ashewilterking on building a new 2000 seat
venue that would take on many of the functionshef Thomas Wolfe Auditorium. At this
point, Thomas Wolfe hosts the Asheville Symphonshéville Bravo Concert Series, and
other touring groups expected to attract a largevdr like Willie Nelson. Both the arena
and auditorium host non-music events, like the etisltl team the Globetrotters or the
author David Sedaris as a speaker.

Many bars and restaurants in Asheville feature fiwsic, often on a regular basis.
For some places, music is quite integral to thegitess. For instance, Jack of the Wood
and Tressa’s Downtown Blues and Jazz both reguterty music performances. It attracts
customers, and in the case of Tressa’s is the rfagas of their business. Others, like the
Fiddlin’ Pig, are mainly restaurants or bars, bandymusic as an added attraction. Some
venues have mostly local performers, like Tressathers have a mix of touring and local
groups. Local groups usually attract a bigger aumbeat bars, so at least some bars lean
more towards local musicians. Very few bars featunly one genre of music, although
many have distinct inclinations. For instance, Eneerald Lounge leans towards funk and
Magnolia’s focuses on top-40. Mo-Daddy’s tried ®ablues club, but found they had to
expand to other genres to be sustainable. Most @ty genre to perform, often rock,
indy, bluegrass, folk and reggae.

Almost all churches in Asheville have a choir amdgisic as part of their service, and
some have music performances not connected withreiigion. These performances are
usually classical or acoustic music. For instatfoe Asheville Choral Society performs at
Central United Methodist Church. Most churches dbhost music often, some only a
couple times a year. St. Matthias Church is an ahpm that it has a series of music
performances, mostly classical, but also jazz. dihech had 35 performances last year.
Most churches only have local performers, but some= a touring group will perform.

Aside from the previously mentioned spaces, adéwer music venues exist in
Asheville. There are a few coffee shops that hestrhusic, such as Izzy’s Coffee Den,

which has experimental music. Like many restaurdhéscoffee shops are not focused on
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music as an integral part of their business. Thp Kde Cream Café is an unusual venue. It
has children-themed performances sporadically tiilvout the year. Another unusual
venue is Static Age Records, a record shop thalivemusic on weekends.

There are significantly fewer theater and dancé®pmance spaces in Asheville.
There are 20 venues in Asheville that host thegpetihg arts (Figure 4). This includes
theater, dance, puppetry, and stand up comedy. dfigese performance spaces overlap
with the music venues. For instance, Lipinsky Aaditm at UNCA and the Thomas
Wolfe Auditorium both host music and dance perfanoes.

There are two venues focused on theater: the AEh&@ommunity Theater and the
North Carolina Stage Company. The Asheville Comtyifiheater has a large main stage
with an audience capacity of 399 and a small theatde lower level called 35 Below.
This black box theater holds 49 audience membérasd theaters produce several plays
every year. 35 Below hosts the more adult-oriepteductions, while the mainstage has
the more traditional, family-friendly theater worl3wning the building is a big asset to
the theater group, so they try to utilize it tofitBest extent. Both stages, especially 35
Below, are rented by groups in need of a spaceomn. For instance, stand up
comedians have performed on the main stage, aniiesiieater troupes perform in 35
Below. A music series has also been initiated ilizetthe space. There are about two or
three performances a week at the theater.

The North Carolina Stage Company produces fouixtprefessional plays in their
99-seat theater each year. They also use the spatiger ways, such as having the
Catalyst Series. This series opens the space tbthater groups that lack a performance
space of their own. NC Stage curates the serigsjsaot open to any group that wants to
put on a performance. Like the Asheville Commuiiityeater, they try to utilize the space
to its maximum.

The BeBe Theater is the only performance spaceséuton dance, although it also
has theater performances. The BeBe Theater isettiermance space for the Asheville
Contemporary Dance Theater Company. They have nrsdlespace attached to the theater,
which is also used for classes. The theater cahdimbut 60 audience members, although

at times they will put cushions on the floor to@oenodate more. The junior dance
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company and guest dance artists also perform isghee, as well as class recitals and the
occasional dance festival, like the Men’s Dancéditals Aside from that, groups often rent
the space to put on their own performances. Aslee@ibntemporary Dance Theater also
performs at the Diana Wortham Theatre.

The major performance venues, like Diana Worthamaltie, host dance
performances as well. This includes Thomas Wolfdifanium and Lipinsky Auditorium.
Other smaller multi-use venues, like the Grottt BICA and the BoBo Gallery, may have
dance performances as well, but not as often datper venues.

Asheville also has some informal spaces for peréoe. These are probably
transient. | stumbled across one when | steppéteiiRoyal Peasantry clothing store and
found a small space being used for puppet showgr&leshows are put on every Friday
evening, in an effort to draw pedestrians off ttiees and into the store to shop. The space
holds about 20 people. Likely there are other sates, but they are difficult to find and
likely very fleeting.

The last type of performance space | examined waambhart spaces (Figure 3).
There are 71 spaces that display art. About a tfitHese only display art and have no
other function. It is difficult to give a concrat@mber of those that only display art
because some spaces are primarily for art displaglso frame artwork or have a small
studio space. The spaces used exclusively forigptay include the premier visual art in
the city. Examples are the Asheville Art MuseumyaéEpiral 1 and the Haen Gallery.

Many spaces have visual art display as a majorsfdout have another function as
well (~15%). Again, it is difficult to give an exiagsumber, because it is hard to determine
the major focus of a business. Some are clearnstance, the Woolworth Walk has art
display in the vast majority of its space, but loa side is a small food counter. Tree
Gallery & Gifts mainly displays and sells art, lBusmall section of the space is used by the
owner to paint.

The rest of the spaces in my list have somethirsgdbee art display and/or sale as
the main function (~50%). Many are still focusedawt) but the space is primarily a studio
or classroom, and only used for display on the. By of the spaces in the River Arts
District, like the Warehouse Studios, have thifiom. The River Arts District has days
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set throughout the year as Studio Strolls, wherstmbthe studios are open for visitors.
Other artists have hours set every week when sheitios are open. Even for those artists,
the space is closed to visitors most of the tintk@sed primarily as a studio.

Many spaces that display art, and are includedyiranalysis, do not have visual art
as a major focus at all. Restaurants will displdya their walls, and even sell art, but
their main business is food service. This is tareskveral cafes and coffee shops in the
city as well. There is also a gallery in the loldfyhe Asheville Community Theater. The
building is primarily used for theater, but theyciled to use the lobby to display art by
local artists. There is even a salon with a gall€hese spaces can still be effective in
displaying art; it is simply not the major functiohthe space.

Most displays of art in Asheville are in for-profitisinesses, whether that is a
gallery or restaurant. One of the places that ram+oercial art can be seen is the Asheville
Area Arts Council’s gallery space. Because of foiahstrains, the council rented out some
of its gallery space in 2009 to a professionakgréffectively diminishing the amount of
space available for non-commercial art (Sandfo®82 2009). The Asheville Art Museum
is another non-profit visual arts space, as argétleries at UNCA. Some of the galleries
in Asheville are co-ops or collectives, but thesesdill hoping to make a profit through the
sale of art.

Many of the performance spaces in Asheville ardirige spaces. By this | mean
there are multiple types of art performed in thegs&ces. Several of the larger spaces in
Asheville are multi-use, such as the Diana Worthahich hosts dance, theater and music
performances. The Lipinsky Auditorium is similarttee Diana Wortham in its variety of
performances. Smaller spaces are also multi-useFirbstorm Café hosts a variety of
events; any group that is looking for a space witommunity feel can perform there.
They have hosted a wide variety of music groufs, viewings, speakers and other
performances.

It appears that it is becoming more popular to hauétiple types of art in a
performance space, like the Asheville Communityalbethat | mentioned above. The
primary focus there is theater, but they have opgé¢he lobby to visual artists and are

hosting music and stand-up comedy on the stagesSthige also has started displaying

27

www.manaraa.com



visual art in its lobby. The studio-gallery spas@art of this phenomenon. Previously, the
studio space was quite separate from a galleryndwtit is more common to find a

combination, especially in the River Arts District.
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Chapter Ill: Performance Space and the Arts SceneDiscussion

Performance space directly shapes the arts scamyémal ways. An arts scene
consists of the quantity, variety and quality dftsing displayed or performed publicly
and the diversity and size of the artist and aughdrase. This definition gives a way to
measure the health and vibrancy of a given artsesdeor this study, | break down the
definition of the arts scene and discuss in depth performance space shapes each. These
categories are:

1. The quantity of art
The variety of art
The quality of art
The diversity and size of the group of artists periing in a region

a k~ WD

The diversity and size of the pool of audience mersb

I combine my discussion of the diversity and sikéhe artist group with the three
previous categories on art. In other words, insitfeeme of this thesis, the diversity in the
artist base is similar to the variety and qualityd, and the size of the artist base is similar
to the quantity of art being shown. Therefore, tiwdl/be discussed in conjunction.

There will be several themes that | mention repgwtas | discuss each of these
categories. These include the availability of spaost, quality or feel, location, and
personal influence. Each comes up several timdsiuifference categories | defined
above. For example, the availability of space dwedcost of space greatly influence both
the quantity of performances and the quality. Tlaeeemany other ways that the space
shapes the scene. | will discuss these in detdiileaspertain to the categories mentioned
above and how it applies to different types of it is, music, theater/dance and visual

art.

Quantity of Art

Most people agree that Asheville has more arttsvidian an average town its size.
You can find a music performance any night of tleeky which is atypical of a town of
75,000 people. There are gallery openings and shbwlse time, and films at the Fine

29

www.manaraa.com



Arts Theater nightly. Looking purely at the numbéperformances is one way to evaluate
the arts scene. The more performances in a cagypibre vibrant is the arts scene.
Furthermore, when there is more performance spagitable, there are more
performances and more visual art. That is a simplibn; there are many aspects of the
space that influence the quantity of art performed.

The availability of performance space, howevennod be overemphasized as a
factor that shapes the arts scene. Even if there mdlions of artists and musicians in
Asheuville, if there were no place for performancex display, the arts scene would be
dull. John Ellis felt that the Diana Wortham Theator which he is the managing director,
allowed a lot of performing arts groups to form &ese the groups would have a place to
perform. He argues that several groups, includiegp3icorps Theatre of Dance, would not
exist in Asheville had the Diana Wortham not beaiftb

In my stump speech | refer to the theater as artestt to vision, because when it
was built no one really knew what would go in, whould run it, how it would
work. It's kind of like building an industrial paskhen you don’t have a company
to be in it yet and you go, ‘how can we attracbmpany if we don’t have a space?’
So, the Lyric Opera was developed here because s a theater in which they
could perform. Terpsicorps, when Heather [Maloykwaoking to create her own
dance company coming down from Charlotte, Ashewidieonly had a reputation

of being an arts community, but there was a theatehich she could perform that
was correctly spaced for a small organization. Akkeville Puppetry Alliance, the
Jazz Society. A lot of these organizations wergedisbecause the theater was there
and available for them. (J.Ellis, personal commation, May 6, 2009)

Having the space available added greatly not anthe quantity of performances, but to
the size of the artist base in Asheville. Not onlyuld Terpsicorps perform elsewhere if
there was not an appropriate venue, but HeatheoWald the other dancers would not
even be in the city.

Along with the pure amount of space available, mouch time is available for
performance at each space shapes the scene. Bsisidomatter as much for visual art,
but for the performing arts, this is important. Bg&Ratusz, booking manager at Jack of the
Wood, emphasized this fact. Many bands approachd@ng to perform at Jack of the
Wood, but she only has a few nights a week shéoak because some nights are taken up

with other events, like jams. A jam is a musicadm@y but one where musicians play music
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together without performing for an audience or vétbet plan. Ratusz wishes she could
accommodate more bands.

[Ratusz would like] more nights a week that we ddwve a band, rather than a
jam. | don’t want to take anything away from thejaers. The jams on Wednesday
and Thursday have been going on for years, and’thargood contingent of people
that relies on that. But there are so many baratsihnt to play, Lily, and | can’t

get them in because there are only two nights &Wee Ratusz, personal
communication, Sept. 1, 2009)

The amount of time available, or the number of taghweek that a venue has live music,
can limit the amount of art performed. So, evem Venue exists, its contribution to the arts
scene depends on the amount of time availableeidopnance. Some spaces are used for
other events and purposes, making it difficulhot impossible to host more performances.
For example, Jack of the Wood, while known fomitissic, also has a weekly trivia night,
which decreases the amount of time music can Herpezd there.

The nature of a space affects how much time ancesgagiven to arts
performance. For instance, a restaurant may digptayput since its main purpose is food
service there will not be as much art in the syzeca gallery. Many spaces are not focused
on the arts, so performances have to fit aroundratbes. Andrew Davis is the director of
music ministries at Basilica of St. Lawrence. Whatee of the roles of the Basilica is to
offer space for music to the community, it obvigusas other purposes. Davis said it is
sometimes difficult to accommodate groups that wauperform at the church. It has so
many of its own services and activities that tasd to find any open time for outside
groups to use the space (A. Davis, personal conuation, Oct. 26, 2009).

The manager of a performance space can influercguantity of art performed, in
some cases the management is more important teaqu#lity of the space. For instance,
John Ellis is credited with increasing the numbigperformances at the Diana Wortham
Theatre. “John Ellis’s place up there wasn’t gfeat long time until John Ellis came in
and programmed the Diana Wortham Theatre, becausesidark a lot of...more than half
the year. And he programs that thing fiercely"Gdam, personal communication, Jan. 21,
2010). In bars and restaurants, places that deeqaire art or music, it is often the desire

of the manager or owner that allows performancésmfpen. Barley’s Taproom, for
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example, is not well set-up for music performanbes because the owner wants music, it
IS a music venue.

The way they were built, and | can’t tell you wiike they have a tin ceiling. It's
very boomy in there. No one sounds great theretltigutact that the proprietor
wants music in there, has music in there, paysiagic in there, especially because
he has strictly jazz. The jazz musicians despegraitd more places to play. Those
highly skilled musicians still play there, eventigh they may not sound so good,
just because the proprietor loves music and paysisic. (P. Ratusz, personal
communication, Sept. 1, 2009)

The same is true for other bars, including JadkefWood and Mo-Daddy’s. In the case
of Jack of the Wood, music is not needed. Howetherpwner enjoys music, so he made
his space a music venue.

The fact that Joe, the owner [of Jack of the WooeH]ly loves music and is willing
to do that, and have it pay for itself, | meandbesn’t have to. Whereas, at
Tressa’s ... they're a bar. They have sandwicheg;rtheot a kitchen. She relies
heavily on music. Having music is part of the stagil her being there. | don't think
Jack of the Woods has to have music. Maybe theyoslg because they have a
reputation and it would be a shame to not to athefsudden. (P. Ratusz, personal
communication, Sept. 1, 2009)

The owner of a space can also influence the qyaoftért in the scene by selecting
artists and art organization as tenants. Landlsodght out people who wanted gallery or
studio space, or they waited for the right tendim. Samsel looked for specific tenants for
his building; he wanted artists or other creatamants.

He had a place to rent, because he has a buildwvg the street, 60 Biltmore Ave,
and he was not renting just to anybody. He hagiawifor Asheville. People were
trying to rent his space ... he wasn’t interestedamputer repair, but he wasn’t
interested in a lot of the stuff offered to him. s&t his sights high. (J. Cram,
personal communication, Jan. 21, 2010).

The cost of space shapes the quantity of art ireia. Many groups find it cost
prohibitive to perform in certain spaces, suchh@sRiana Wortham Theatre or the Thomas
Wolfe Auditorium. The cost determinagere a performance takes place more tifahe
performance will take place. Put another way, aigrigs more likely to find a performance
space that fits their budget than not perform laBalrbara Halton-Subkis, director of
cultural and special events at UNCA, finds it qusthibitive to produce shows at the
Thomas Wolfe Auditorium. She is also charged wakihg most events on the UNCA

campus, so only has shows in an off-campus versleiexpects a large turn out (B.
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Halton-Subkis, personal communication, Sept. 192080, although she finds certain
spaces too expensive, she is able to use her sitwgown space for performances. The
cost does not inhibit her ability to produce pemiances.

Charlie Flynn-Mclver, artistic director of NC Stag#so finds some spaces in
Asheville too expensive for his performances. lstance, he would not make enough
money to justify the expense of performing at thena Wortham Theatre. NC Stage
shows cost $30 - $40,000, and with the added nestied with the Diana Wortham, he
would be unable to recover enough to make it féagd. Flynn-Mclver, personal
communication, Jan. 20, 2010). But the cost doe&ewp him from performing plays. He
produces plays at his own venue, unless he antésgaough interest in a show to go to
the Diana Wortham. Directors of Asheville ContengggrDance Theater Susan and Giles
Collard also found spaces in town expensive, sg liie@ Flynn-Mclver, created their own
space:

One of the main reasons why we created a spacéwviesable to survive
financially and be able to showcase our work inabemunity, and offer the space
to artists who are like us, who can't afford tofpem in a larger house. (S. Collard,
personal communication, May 7, 2009)

Now they perform about once a year at the Dianathéon, but produce most
shows at their own venue. If they had not created bwn performance space and were
forced to perform at the Diana Wortham every tiihis, unknown what their organization
would look like today. Perhaps fewer performantesughout the year, or perhaps they
would have difficulty surviving financially. The gfin cost of some performance spaces, if
not worked around, could have a negative impac¢herguantity of art performed.

Churches are important in the cost equation. Tlifgy an alternative to expensive
performance spaces. They usually charge nothirgsanall fee (A. Davis, personal
communication, Oct. 26, 2009). This can be a gopdbn for some arts groups, especially
classical musicians. In fact, churches are de feetwes for classical musicians. Touring
classical music groups or groups from local unikeswill often turn to churches as
accepted places to perform. Churches are set ygefésrmances with a stage, audience
seating and usually good acoustics. The cheag@ogsing the space makes it accessible

to many classical groups, which may not be ablotiect enough in ticket costs to offset

33

www.manaraa.com



the cost of performing elsewhere. Typically, theadence and other types of music do not
perform at churches. So it is an alternative lichite only a few arts groups in Asheville.

Less intrepid performers than the ones discussedrhay not have found a way
around the expensive performance spaces. The Alehants scene, like any arts scene,
constantly has arts groups forming and disbandind,artists moving into and out of the
area. These groups may not be around anymorejssdifticult to know if the cost
associated with performing contributed to theisdlation. My interviews indicate that
cost affected some groups, but most were ablentbdost-effective alternatives if they
were priced out of some spaces.

The size of the performance space can also affearmount of art in Asheville. In
the performing arts, the size of a space may inftedhow many performances will be
given. Some groups prefer performing in venues witimall audience capacity, because it
gives them the opportunity to put on more perforoesn For certain types of art, having
multiple performances allows the production to depewhich is important to the
performers. If they performed at a large venuey theght saturate the market for their
production in one or two shows, but if they perfata smaller venue, they can have many
more performances.

The other thing is because if you're in a big teeaind you say your audience is
going to be 700 people. 350 people each night.Woik 6 months on this
performance, and then you do two performances.tAatss it. And if you say,

okay, we have 700 people here, at 60 people a [agttteir venue], well, we have
12, 13, 14 performances, which gives us time ta dan and clean-up, to change
things, and, since its dance theater, there ase ttedationships, hate, love,
whatever, and you are able to really work on it &arstiddenly becomes reality. The
bigger theater doesn’t give you a chance to doghite like this. You're not going
to do 12 performances. (G. Collard, personal comaation, May 7, 2009)

The smaller size of some spaces allows more pedioces of a given show. This is
typically only the case for theater or dance penfamces. Music groups usually do not
have a performance run of more than a couple sh@eserally it is one performance.
However, for music the size of the stage and tlitemge capacity could be limiting. Some
of the stages at bars and restaurants can onlyrewodate small music groups, which may
keep certain groups from performing. Also, havingal audience capacity could

negatively impact some spaces. The Orange Peehdiance, would not be able to attract
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and afford some of their performers if they hadnalter capacity (K. Ramshaw, personal
communication, May 11, 2009).

A larger space can allow more performances to hapfiee Firestorm Café is a
worker-owned coffee shop and book store that allibsvspace to be used for community
meetings and also music performances. The café lewids business off another worker-
owned space in another state. The workers at thbleshed space advised the Firestorm
Café to rent a large space, so that they could heore events and sell more things in the
space.

They told us, get the biggest space that you caeause with the worker-owned
project, the biggest expense is labor, not renfydoget the biggest space you can,
and then you can sell as much as you can, and tlmogs can happen if you're
doing events. So we were looking for a tiny, diypkgce downtown thinking we
would spend six months fixing it up. But that wase®f the most valuable pieces
of advice we ever got. (K. Donovan, personal comication, Sept. 21, 2009)

The size of a space can also limit the amountsfaliart displayed in Asheville.
The square footage of galleries and display araasimit the number of pieces of art
shown and the number of artists shown. Blue Spieaid the New Morning Gallery are
some of the largest galleries in town at about@@ &y. ft (J. Cram, personal
communication, Jan. 21, 2010). The Grovewood Galtealso quite large, at 9,000 sq ft.
("Grovewood Gallery,"). These galleries are ablaccommodate a large number of artists.
The Grovewood Gallery shows work by over 500 atiahd the Blue Spiral 1 represents
about 100 artists, a huge number compared to neigitgofine art Haen Gallery, which
represents 18 artists. The total number of art shisywof course, influenced by how often
shows are changed. Galleries tend to put up a hew svery couple months. The galleries
at UNCA, however, are changed every two or threekw¢o accommodate the large
number of art students that are required to pu show as part of their degree (V.
Derryberry, personal communication, Sept. 21, 2009)

The amount of art shown in a gallery is also inficed by how it is displayed. This
difference can be illustrated by looking at the ¥@wood Gallery and Blue Spiral 1. Both
are large spaces, but Grovewood is arranged dsshgp while Blue Spiral 1 is a fine art
gallery. Grovewood has paintings close togethatherwalls, jewelry in a display case,

crafts set together on tables and so forth. BlueaBjpas all the art spread apart on bare
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white walls, so that each can be looked at indiaiiju Consequently, Blue Spiral shows
about 100 artists, as mentioned previously, and/&wood has work from over 500 artists.

Artists and performers in Asheville want more spacperform. Even in a city with
an arts scene as vibrant as Asheville’s, theredcsiill be more art and performances. One
of the limitations to increase the quantity ofiarAsheville is the availability of
performance space. Some people created new perfoenspaces because of the need.
Charlie Flynn-Mclver created NC Stage and Giles &uasglan Collard created the BeBe
Theater because there was not an appropriate agaiable to them. Flynn-Mclver saw
the importance of space when he decided to opkeatdr instead of just a theater
company. He found that performance space was wsugtied in relation to the desire to
perform within Asheville’s theater community.

| guess we noticed that there was so much statithete in terms of so many
theater groups and this and that, that the cakilask we took was that we felt the
only way we are really going to cut through theseowas if we developed our own
space. That was not our original plan. But thelthalse things sort of worked out,
to where it would be possible. And that is when @alls got returned from the local
papers. We had already said we were starting #astheampany, and they never got
back to us. When we said we were starting a 100tkeater, that’s when they
called us back. (C. Flynn-Mclver, personal commatian, Jan. 20, 2010)

The availability of performance space, more speaify, the availability of
appropriate performance space shapes the arts. $tzatares of the space, including the
cost, size of stage, audience capacity, the desitre space, management and use policies

all influences the quantity of art in Asheville.

Variety of Art

Having a variety of performance spaces is integralaving a variety of art in the
arts scene. While self-evident in general, the ifpedeserve discussion. Different types
of art require different types of performance spdde space itself influences what will be
presented, how it will be presented and how au@emdll respond. Although one might
assume that, for example, all music can be playeahy setting, that is not the case. If
there were only churches for music performancéyamght never hear rock music. Many
assume the same about theater - that the spacaaloai$ect the performance, but in truth
it does.
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In his search for appropriate theater space fdn e&the plays he toured, the
world-renowned director Peter Brook demonstrated iaving a variety of space available
in a city allows different kinds of plays to be fmemed. Brook went through different
stages in his philosophy of theater space. Hénéettould produce a play in an ‘empty
space,’ that is, once a play was performed thebedame a theater. This is quite at odds
with how he actually produced theater. He speat@el part of his career on the road with
his theater troupe. Instead of performing in amgcspthat was available, as the idea of the
‘empty space’ may imply, he took great pains tal fappropriate space and modify it by
changing the arrangement of seats and stage (Tddzté&t, 2003). Even when Brook
found a permanent venue for his troupe, the fegllayout of the space meant a great deal
to their performances. Bouffes du Nord, Brook'satiee in Paris, definitely was not an
empty space. Brook moved the acting space in fibtite proscenium arch, so it was
surrounded by the audience on three sides. Headissted the audience seating, so that
the first row was on the same level as the actrages. More importantly, the history of the
space could be seen on the rough walls, which Bdidkot repaint. (Wiles, 2003).

Several characteristics of performance spaces shapariety of art seen in
Asheville. Many characteristics are similar to tmes that determine the quantity of art in
Asheuville, as | discussed in the previous sectitmwever, in this section | will look at how
the characteristics manifest themselves in theetsadf art in Asheville. These include the
size, cost and nature of space. Competition betywedgnrmance spaces also plays a role in
the variety of art.

Variety in Asheville’s theater environment is seethe size of the spaces. These
range from the 49-seat 35 Below Theater to thedsfdd-Diana Wortham Theatre. The size
dictates, to a certain extent, the plays that areopmed in the space. Popular plays that are
expected to attract a big audience are performéukitarger spaces, while relatively
unknown, less popular or challenging plays aregoeréd in the smaller spaces. The size
of the audience determines, to a certain extardf Wind of play will be produced. This is
true of the Asheville Community Theater, which has stages, a 399-seat main stage and

a 49-seat black box theater called 35 Below. Edgegys are produced in the black box
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theater, while family-friendly plays with mass appare produced on the main stage. Phil
Atwood described the difference between the twgesta

The thing that is really neat about it here, patéidy with the resurgence of
Asheuville, is the ability to do the more modern a&uldy. We do all of those in 35
Below, that’s the name of the theater. So evergtisrdone in 35 Below, and then
up here [on the main stage] is still primarily fiyyoriented type things. You can
use bad language downstairs, but you can't upsi@&ratwood, personal
communication, Sept. 14, 2009)

Charlie Flynn-Mclver will take an NC Stage prodoctito the large Diana
Wortham if he expects it will draw a large audiefCe Flynn-Mclver, personal
communication, Jan. 20, 2010). These tend to béydrrendly plays, such as their
production of “It's a Wonderful Life,” which was gmwpular they performed a couple
nights at Diana Wortham. For most of their playsybaver, the smaller size of NC Stage,
their own space, fits the plays better. The audiesquite a bit closer to the performers in
their own space. The first row of seats at DianatWon is farther away than the first row
at NC Stage, and because the Diana Wortham is sh latger, many of the seats are
farther away from the stage than at NC Stage. NoadINC Stage is more than 20 feet
from the actors (C. Flynn-Mclver, personal commatian, Jan. 20, 2010).

Performance space comes with norms, such as wiabfylanguage is appropriate
or what type of art can be displayed or theateiopered. These norms are often
management driven, but are also driven by the acgdidf the audience is mostly older,
and traditional, the management will produce gditerent shows than for an audience of
college students. The audience, in turn, is driwethe space. Audiences are drawn to
different types of spaces based on their prefer@rdermal or informal and other
variations.

Along with size, the arrangement or design of a&shapes the variety of art
performed there. The Diana Wortham Theater hasscpnium arch and a raised stage. At
the black box NC Stage, there is a thrust stage matproscenium arch. The first row is on
the same level as the acting surface. This givés qulifferent feel than a performance at
Diana Wortham. Audience members told Flynn-Mclviee, director of NC Stage, that they

prefer seeing his productions in his own spaceerdtian at the Diana Wortham. The
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audience is closer to the actors, so at NC Stageedsier to convey a feeling and tell a
story.

As a performer, I've noticed the same thing periogra play here and performing
the same play over at the Wortham. For me, its,lhere, it’s like touching the
accelerator and you get an immediate responseyoumncar. Over there, it's a

little sluggish, because you touch the acceleratadrit takes half a second to a
second to feel the motor engage. So you do sonwgtand it happens
instantaneously here and you do something ovee tiad it takes a little bit for the
information to get to the audience and for thefioimation to get back to you. So, a
lot of our people, when they have the choice teg®something over there, will
say “l guess | liked it better at your place. It faore immediate and more
tangible.” (C. Flynn-Mclver, personal communicatidan. 20, 2010)

The NC Stage performance space has a differemm@gdlased on its size and arrangement,
than larger theaters in Asheville. Giles and SuSaltard also prefer their small 60-seat
black box theater, called the BeBe Theater, foir thence performances. They find it more
gratifying to perform in a packed small theateertta large venue half empty.
“Psychologically, it works a whole lot better fénvet dancer and the audience” (S. Collard,
personal communication, May 7, 2009). The sma# sifows all the audience members to
be close to the dancers.

Susan: We have a very intimate theater here. Weadk that is totally intimate
here, that works really well in the space and yke tthe same piece and put it on
the stage at Diana Wortham and it won’t work.

Giles: Its just too big.

Susan: At Diana Wortham we’re separated from thigesuce, and we’re separated
by bars and they’re out there. Here, you can tanem. They're real. (S. and G.
Collard, personal communication, May 7, 2009)

This makes certain performances work better tretleough some performances
would not work as well in the same space. Flynnadckaid that certain plays were too
big for their space, since the acting area wasivels small. They can never produce plays
with large casts or ones that require elaborate $&tere is simply not enough room (C.
Flynn-Mclver, personal communication, Jan. 20, 20Lkewise, another dance troupe in
town, Terpsicorps, could not perform at the BeBedlthr. According to Terpsicorop’s
artistic director, Heather Maloy, they need a laigjage for their work (H. Maloy, personal
communication, May 11, 2009). Terpsicorps’ chorepdy is larger and moves around a
lot. It needs a large stage. It also has less fuedtiat intimate feel that the Asheville
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Contemporary Dance Theater requires. Terpsicorgerpes at the Diana Wortham
Theatre, and Maloy feels that that stage and geatipacity are both a good size for their
work. So, we can see that having a choice of peidoce spaces of quite different sizes
has allowed two dance companies, with quite diffeestistic penchants to prosper in
Asheuville.

The cost of performance space also plays a radet@rmining the variety of art in
Asheville. Having different price points for rensgdaces gives options to groups with
different budgets. Most start-up groups have vittie ko spend on a performance. Most
start-ups are also innovative and edgy. They daeetl a formal, professional space; a
reasonable price point is more important to theon.dther, more established groups the
cost of renting a space is less important, butrigagi professional space is essential. For
example, one could not imagine the Asheville LYera performing at the BeBe Theater,
one of the venues available for rent at a low cbisé opera needs a large space that is
prominent and accessible. For that organizatian[iana Wortham makes a perfect home.
To have a variety of performing arts groups, hadngriety of rental fees is important.
This is more significant, obviously, to the growpsrking on a tighter budget. Yet, if there
were only inexpensive places to rent, the moregzsibnal groups would be at a loss. The
professional groups want prestigious, formal spaaed they are willing to pay for it.

Most gallery owners said that downtown gallery gpalt cost about the same
amount; being able to find a cheap space downtswiot an option. Because of that, the
cost of gallery space has less of an impact owdhety of visual art seen downtown. The
location was more important to them. However, theill a connection between cost and
the diversity of art shown. There is a large cayeimt of artists selling art out of their
studios in the River Arts District, where inexpesmsstudio space can be rented. These
artists are perhaps less accomplished, or, likedi/&hitson, enjoy meeting the people
buying art (W. Whitson, personal communication, Nay009). Not all artists are like
Whitson; some want to focus on their work withauerruptions from visitors. But, for the
artists that turn their studio into a combinatitund$o-display space, cost is a big factor.
They could have the same studio-gallery set up ¢lmwm, but it would cost so much more
that it would be difficult to maintain. Besidesethwould not get nearly as much square
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footage downtown as they can afford in the RiveilsAistrict. For artists that want to have
studio space that doubles as a gallery spaceiscastimportant factor. Having cheaper
space available lets this type of artist thrivetum, that adds variety to the visual art
displayed in Asheville.

The cost of space was also important for Laurie&oowner of Bookworks, a
business focused on handmade books, papermakintmpking, and letterpress. They
hold classes, exhibits, lectures, and annual ev#et8ookOpolis and Edible Book
Festival at their space in West Asheville. The tgpart at Bookworks is quite different
than other places in Asheville. Corral said shddoot get such a large space for the price
she needed downtown. Besides, her business doesatigtneed a storefront; it is more of
a destination. The fact that Bookworks may notterig\sheville if there was not a
inexpensive space to rent shows that having spatable at different prices lets different
types of visual arts thrive.

The nature of the space, additionally, is an idsugalleries. Several of the gallery
owners | spoke with related how when they firsppel into the space, it felt perfect for a
gallery. They had a hard time articulating what madeel like a gallery, but many
mentioned high ceilings and openness (C. FoleyBarichompson, personal
communications, Jan. 20, 2010 and May 6, 2009rdDfse, most people looking for a
gallery also wanted something that was move-inye@ldey did not want to do a lot of
work to turn the space into a gallery (B. Thompaad I. Lyles, personal communications,
May 6, 2009).

The nature of the space, once established, shiapégoe of art displayed in a
gallery and, consequently, the variety of art digptl in Asheville. The way a gallery was
arranged or designed spoke to the type of artaepl there. This is most evident in the
fine art galleries. These spaces were very opamwiiite walls and hardwood floors. Each
piece of art was displayed so it could be seerviddally, without other pieces pressing in
on it. When artists look for galleries to show theork, the way it is displayed is
significant. Whitson, for one, likes to visit a span which she is considering showing
work. “There is nothing like actually walking intbe physical space, and seeing the other

artists work, and how it's displayed and the liggtiHow are you greeted? | mean, all
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these things are important to me” (W. Whitson, peas communication, May 8, 2009).
Whitson works in fine art, so this aspect is impaottto her. For other artists, perhaps
amateurs, having the art displayed on bare whiteswaith perhaps only a few pieces on a
wall is not ideal. In the Woolworth Walk, a conwaitfive and dime store that rents display
booths to visual artists, it is clear that the agement preferred by fine art galleries is not
everyone’s preference. The artists at the Woolwdrk set up their work, and customers
browse on their own, taking pieces to the frontrteufor purchase. The artwork here is a
great deal less expensive than at fine art gadlekitost of the booths are packed with
artwork on the walls, counters, and hanging fromdeiling. If they were expected to hang
only a couple pieces in their booths, they wouldezt much fewer sales. By having both
types of spaces, fine art galleries and the Wodmwwralk, a variety of art is displayed in
Asheuville.

More simply, having a variety of types of gallerads to the variety of art. There
are many craft galleries in Asheville, showing poft textiles and other crafts. There are
blown glass galleries, co-op style galleries, fanegalleries, galleries showing only local
art, and spaces showing only the work of a fevsttiOne of the ways that this diversity in
spaces occurred was through competition betweeresp®/hen an individual opened a
gallery, he or she chooses purposefully not to sti@xsame type of art as another gallery.
This adaptive radiation forces people to find néghes within the arts scene. The space
drives differentiation. Even John Cram, when heneplea space, did not replicate other
galleries, including his own. He picked a nichedach gallery that was unique within
Asheuville.

When | opened the craft gallery it was defined asefican Crafts. | decided that
wasn’t going to be regional, because we had a gegainal craft store, or craft
mechanism in the Southern Highland Handicraft Guitdwhy would | want to
repeat them? Then | had different things, becaasedpn’t want to show the same
material that they do... and they don’t want to shdwat | show. ... Each one [of
his galleries] is distinct part of the market plarel have the uniqueness factor.
When | opened Blue Spiral, people thought, “oh! Yewpening New Morning
Gallery downtown.” | said, “No, no, no, no, no. ttéferent.” This is paintings and
sculpture. And craft as fine art. Each one of thneds its own niche, I think, just
walking through, its very evident what's what. Q¥am, personal communication,
Jan. 21, 2010)
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| heard this same sentiment from several otheegatiwners. In fact, one of Blue Spiral's
neighbors, the Haen Gallery, had to consider thee Bipiral’s focus. The Haen Gallery
shows fine art, mostly paintings, from throughdwe tountry, while Blue Spiral is focused
on fine art crafts from the Southeast. Carol Bamu$ Chris Foley, gallery manager and
director of the Haen Gallery, differentiated thelmss from other local galleries, including
their neighbor, the Blue Spiral, by filling the h& of nationwide fine art.

Bonds They [Blue Spiral 1] have been here for so long goey’re, | mean, they
have a huge gallery, and they have quite a fewtarfihey do really well with
three-dimensional work, as well as, paintings drad $ort of thing. So, because
they have an excellent gallery reputation, we yealinted to be different from
them. If we just did southeastern artists and weewleree doors down, that’s just
sort of ridiculous. But, we really wanted to opetoiother galleries out of state,
and there are a lot of galleries... there is a blglass gallery, there is a gallery
with ceramics, and each one has its own thing fands, the choice was to kind of
stay away from the craft world, and to focus manepaintings and wall art.

Foley. Fine art.

Ahrens And you did that as a reaction to the other gal& If there were no
galleries in Asheville would you still....

Foley. My background is painting and sculpture.
Ahrens So you would still show similar art to what yowkanow?

Foley. Yeah, | can't really speak knowledgably about necgpottery and its not
really my interest.

Bonds: | think Chris is right, that's our backgrauind again, there are really not
that many galleries in town, if any, that are faadisn that. So it kind of gives us an
edge in that way. (C. Bonds and C. Foley, persooi@munication, Jan. 20, 2010)

This was a successful tactic for the Haen Gall€hgir effort to avoid competition
with other galleries in Asheville led them to ogennique gallery. It created more variety
in Asheville’s arts scene, which art buyers andusers welcome.

It sets us apart. People have said, ‘Thank yomdbhaving a million pieces of
blown glass. | love looking at them, but | don’tw&o look at them in every space
I go into!’ It's not that we don’t appreciate that it's nice to have something
different. (C. Bonds, personal communication, 247.2010)

Along this same vein, owners of performing artsugsalso have competition
among themselves. The competition for audience reesribd venues to develop niches.
The competition, therefore, led to an increaséé@mariety of performing art in Asheville.
Barbara Halton-Subkis, director of cultural andcsgleevents at UNCA, saw this
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correlation quite clearly. She brings in performiaat would not be shown anywhere else
in town, partly because she has to compete withawy other venues. She also brings in
performers not seen elsewhere in Asheville becaBl€A is an institution of education.
The bottom line is not as important to the uniwgras what the students will learn from
the performer. Halton-Subkis developed a nichdéHertype of events happening at UNCA
to fit an educational mission as well as competé wiher performance spaces in
Asheuville.

That's why I've developed this niche of, what cam fWWNCA] do that no one else
is going to take a chance on. No one else woulsepiteexperimental musicians.
Nobody else would take a chance on bringing in JMaters to talk. Turns out he
was drop dead funny. No one else would take a éandary Oliver, who was an
exquisite speaker. I'm trying to present thingsehtliat will appeal to our students
that they can’t see anywhere else. That’s the &frtlings we’re doing. And have
to! The Orange Peel is down there with 1,000 spatzexling, and that's probably
where students go the most. (B. Halton-Subkis,graiscommunication, Sept. 1,
2009)

If there were not the competition with places like Orange Peel, UNCA would probably
host more mainstream, safe performers. But, bedhesaniversity has to compete with the
draw of downtown, they show experimental work, efifeely adding to the variety of art
performed in Asheville.

Even with the competition, there is still quiteiads collaboration within
Asheville’s arts scene. The venue and gallery marsaignd the collaboration helpful in
growing audiences for all the performance spacesn&mic geographers call this an
agglomeration economy. When similar businesseddauar each other, all the businesses
benefit. It is an agglomeration benefit. Collabmatapplies to more than just the arts.
Restaurants and bars help bring audience membpesftrmance spaces. Increasing the
size of the audience will be discussed more inex kection [see Diversity and size of
audience base].

An interesting aspect of collaboration | saw fromny informants was the idea of
locating a performance venue near an existing,-estiblished space. This allowed the
new space to feed off the success of the estalllishe. By allowing new spaces to benefit
from the success of existing spaces, more variefytdnto the arts scene. It is very

difficult to establish a new performance space giample, a new gallery. Many galleries
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open and fail within a couple years. These newegah are likely showing something
different from other galleries in town, for the seas | explained earlier, and since it is in
the interest of the arts scene to have more vaitdtyalso in everyone’s best interest to
have new galleries survive. Locating a galleryamy performance venue, near a well-
known space helps it survive. This creates synergyyell as allowing the new gallery to
receive spillover customers from the establishdiéiya The Haen Gallery, for example,
picked its location to pull in customers headethtowell-known Blue Spiral, as John
Cram pointed out.

Our friend down at the Haen Gallery said to me ntba® once, he has been
opened for two and a half years, he said “Its wetgntional that | opened next to
you, because | get this spill over. People whoaatreninded are attracted to you,
and they see me, of course.” And that is the sysergand that's good, that’'s what
its about. (J. Cram, personal communication, Jan2@10)

The performing arts had the same thing happen. Abliater opened Mo-Daddy’s
in part to feed off the success of the neighbo@mngnge Peel.

Having the Orange Peel next to us helps a lohdfd’s something going on there,
we benefit, mutually, actually. Its kind of bee tiuiet end of the street, for years.
People are starting to come this way, and walk dmathe Orange Peel to check
out what'’s going on there. (J. Atwater, personahgwunication, Sept. 14, 2009)

Atwater’s plan for Mo-Daddy’s was to offer an inate venue for music, something he felt
Asheville was lacking. He said the other ‘intimateisic venues in town were typical bars
with music as an afterthought. Those types of gld@e small stages that seemed like an
addition instead of something that was there froenstart. He wanted a different kind of
space, where music, in an intimate setting, wasdtes (J. Atwater, personal
communication, Sept. 14, 2009). In other words véireue added variety to the music
scene, and a major part of its success was itsrpityxo the popular Orange Peel.
Location in an active part of town, not necesgaréxt to an established space, also
helped performance spaces thrive, thereby additigetwariety in the arts scene. Most
galleries wanted to open downtown on an activeesge they would get a lot of foot
traffic. This was also true for bars and restawamat hosted lived music. Other
performing arts spaces could be in less obviouatioes. NC Stage, for instance, sits at the

end of an alley “adorned at both ends by dumps{@s¥Flynn-Mclver, personal
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communication, Jan. 20, 2010). That kind of perfamge space is more of a destination, so
it is able to thrive in an out-of-the-way location.

A lack of space for a particular form of musicaot prompted the creation of at
least a few performance spaces. This is slightferint than a gallery deciding to
diversify away from what is already shown in AshieviThis happens when there is a need
for performance space for particular type of aot. €&ample, I1zzy’s Coffee Den began
hosting experimental music because, as the batoktane, there was nowhere else in
town for that kind of music to be heard (persormhmunication). St. Matthias Episcopal
Church hosts a classical music series. There veseral reasons why this church began
hosting concerts. Ron Lambe, organist at St. Madttstarted the series because he thought
the space was great for chamber music, and he vémtaise money to maintain the
church building. However, one of the main reastwesseries grew so much was that there
was not another space in Asheville that hostedlsshamber and amateur classical
musicians (R. Lambe, personal communication, Sept2009). The series at St. Matthias
and lzzy’s Coffee Den are examples of variety beaidded to the arts scene based on a
need for performance space for a particular typawdic. Even though the church already
existed in a form suitable for performance, it was until there was a need from musicians

that it was utilized as a music venue.

Quality of Art

New York City, certainly, has the best arts scarthe United States. It also has the
highest quality art in the country. A vibrant asteene could exist without high quality art,
but in most people’s minds having good art is intgol: How do performance spaces
shape the quality of art? Asheville suggests tantost important aspect is having
desirable professional space available. By prabdessispace, | mean space that is
respected and well established in its field. Pitesal space allows artists to be taken
seriously. Professional performance space can comeny forms, and it certainly does
in Asheville.

For Asheville arts groups, having professional spaailable lets them assert their

quality. Jan Milin said the type of space thatAsheville Choral Society performs in is
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important: “Absolutely, | think professional spadegitimize groups. They really do.
You're not doing it in somebody’s basement” (J.iMipersonal communication, May 5,
2009). They perform at Diana Wortham and churchéssheville. | heard this same idea
from Susan Collard referring to the Asheville Conparary Dance Theater performing at
the Diana Wortham Theatre. She said, “you neect tio there once in awhile to be
credible” (S. Collard, personal communication, Mfay2009). This group prefers
performing at their own BeBe Theater, but theythedmportance of being in a more
professional space. The space testifies to thedughity of their work.

Having professional spaces also allows higherigyualuring groups to visit
Asheville. The Orange Peel, for example, bringshany great music groups that would
not otherwise perform in Asheville. It has gainegoad reputation, making it a desirable
place for bands to perform that may normally plalaeger venues. Why do bands want to
perform at the Orange Peel?

We're scrupulously honest with bands. If there isckel on the table and it
belongs to them, they get it. Which, we’ve disceeklis not always the case in the
music business. We get really good crowds at thie. dThere is a very nice
relationship between the stage and the floor. 'Saeatlly easy for the band to feel
very, very connected to the crowd, which is a fptwghe crowd, but its also a plus
for the band. There is an energy that is creataa the positioning of the band and
the fans, and they really like it. We get that caed over. We’ve actually had
bands who under play, you know, they could go &Tthomas Wolfe and play to
[an audience of] 2000, and they started askingay tcould play two nights at the
Orange Peel, because its more fun for them. Thas have a better time, they have
a better time. (K. Ramshaw, personal communicaiay 11, 2009)

By creating a desirable and professional performapace, the Orange Peel can attract
higher quality performers. The previous quote rés/daat is it actually aspects of the
space, combined with the professionalism of thi gtat makes the venue desirable.
Additionally, it is the size of the Orange Peeltthbows it to bring in great groups.
It is a large venue, even if it is not as largdhsmas Wolfe. It can attract high quality
musicians with its capability to attract a largeli@ace. With a good reputation and large
capacity, better and better bands can be attréotée venue, thereby increasing the
quality of music in Asheville’s scene. Asheville yraso be located advantageously

between other major cities, making it a good stegr dor national acts.
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This is true for other performing arts venues ai.\WC Stage has a reputation for
high quality theater, and the space is set up Bpalty for theater. It is not a multi-use
venue that needs to host music as well as theataryoother type of performance. This
makes it attractive, obviously, to theater grolNbS. Stage hosts the Catalyst series, which
brings in local theater troupes that do not haeg thwn venue. Flynn-Mclver wants actors
and theater groups that participate in the Catalkyses to think of the theater as an artistic
home, that they have freedom to try new plays argh phe envelope artistically.

We try to instill that in as many of our Catalysbgps as possible: that they feel
that this is an artistic home for them, and weldogame thing for our actors. It's
like the woman | was telling you about from Knoillt's our hope that she feels
that this is an artistic home for her. So thahi# $ias a project she wanted to do...
‘I've always thought about doing this play. Haveuyguys thought of it?’ Yeah. It
is a venue, but it's our venue and our influencé @nsort of palpable. | would
rather have my crappy-ass little theater and itld/e mine, and have people
know me and my company, than be a renter with texed other groups at a state
of the art place. | would lose my identity. | wouldd longer be viable. (C. Flynn-
Mclver, personal communication, Jan. 20, 2010)

Having a space as an artistic home allows fortakikng, which is what makes good
theater. As the artistic director of NC Stage, Riviclver has an influence on the work
performed in the space. Something a manager ofedypental space does not have. He
has made his theater into a space that showsyjaatit cutting edge work. Flynn-Mclver
has made his space one where you can produce &3gy pomething that cannot be done
at all theaters.

And we have several people at Flatrock that faslightheir artistic home outside of
their own venue, because there are certain plagsaé could get away with doing
[here] that they could never get away with doingHlatrock]. Because their patron
base is all 80-something years old, and they deparabing comedies and
musicals and mysteries. Lots of farces down thEney could never get away with
doingBeauty Queen of Nan. Never ever, ever, ever. We got away with it
fabulously. People loved it. They would have ridtsvn there. (C. Flynn-Mclver,
personal communication, Jan. 20, 2010)

High-end galleries attract high-end art. The hegta galleries in Asheville make
themselves that way, in part, by making the spacelucive to the display of fine art. |
discussed how a fine art gallery is distinguishedfother galleries in the section on
variety of art, but it deserves another look irs ttpacity. Fine art galleries usually have
white walls, wood floors, and high ceilings. Theiardisplayed in a manner so that it each
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piece can be viewed individually. The manager$efttigh-end galleries | spoke with had
clearly thought about how they wanted their spacanged more so than at other galleries
in Asheville. Chris Foley, gallery director of thlaen Gallery, said that in his space,

You can focus on a piece, it's not crowded. Evengldoesn’t run together. There
are angles in the gallery. That's very importanstéad of a straight line, you want
to be able to turn the corner, go around sometaithlook. Have a wall have
another side to it, have a back to it. That wappbe aren’t just shuffling to the
side. (C. Foley, personal communication, Jan. 200

This kind of space indicates to artists and custertiet it is a high art gallery. By
arranging the space in such a way, the galleryatt@act high quality artists, amplifying the
quality of art in Asheville’s arts scene.

Presenting high quality art is important to theraitcy of an arts scene. Having a
good reputation, based at least partially on hagunglity art, will attract people looking for
art, both from within and outside the communityniRenber, the arts scene is the quantity,
variety and quality of art being displayed or pemried publicly and the diversity and size

of the artist and audience base. Now | will turspace and the audience.

Diversity and Size of Audience Base

A performance could not exist without an audierteesn more relevant to this
discussion, performance spaces would be pointléesut an audience. While this is
especially the case for-profit spaces, even nofitgplaces could not survive without an
audience. Some non-profit spaces, such as the Mleh&xea Arts Council Gallery and the
galleries at UNCA, could probably continue withaataudience, although it is not
preferred. Every kind of art needs an audiencejsiesemeone to react to the art. An
audience gives prestige to a performance, servesvay to educate the public and makes
the artist feel that they are being heard in theroonity. Most performance spaces,
however, need an audience for funding. This in@dwsjEaces that sell tickets and galleries
that sell artwork.

Aside from funding a performance space, audieaoeitegral to a performance
itself. Artists, musicians and actors want to hénesr creative work seen and heard. In the
performing arts especially, the audience addsdég#rformance. Musicians often talk
about the energy of the crowd. Actors work at énggd connection with the audience.
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David Wiles wrote that there are three main refegiops in theatrical events: between
performers, between audience members, and betveztormper and audiences (Wiles,
2003). If there were no audience, two of the refathips would not exist. The audience is
integral to the actual performance.

The size and diversity of audiences can indicate Yibrant an arts scene is. Low
audience numbers point to a dull arts scene. Twerdd probably be fewer performances
as well, because so many performances and perfeerspaces are dependent on audience
members. The diversity of the audience also cautiedbto the arts scene. If only one class
of people attend performances, the arts scene Wigelgt lack variety and interest. Also, it
is important to let people of all ages, cultured backgrounds within a city participate in
the arts scene. Having a connection with cultutbeecross-culturally or with one’s own
heritage, often happens through experiencing artcjpeating in the arts.

Asheville’s performance spaces illustrate how ilae and diversity of the audience
base for an arts space influences the arts scenkdiscuss the size of the audience base
first, followed by how performance spaces influettee diversity of an audience.

Similarly to how the size of performance spacegpsB the quantity of art in the
arts scene, one of the biggest factors affectiagsibe of the audience at any performance
space is the size of the space. Larger spacestatioae people, and can hold more people.
This pertains especially to performing arts venuwégere the capacity is often listed on the
website and discussed in my interviews by venueagan

Size is often considered when looking for a spacapen a performance venue. For
example, the Firestorm Café, which hosts a vanéperformances, rented a space larger
than they originally planned, so they could holdenevents, and bring more people into
their space (K. Donovan, personal communicatiopt.S¥., 2009). When Public Interest
Projects opened the Orange Peel, they looked Ifutrat specific characteristics in the
venue. What was the most important factor?

First of all, it was large enough so we could haveasonable capacity; we were
looking for something 750 or 1200. A lot of thasis you can make the numbers
work to get a band to come through Asheville, whgchlightly off the beaten track.
You have to be able to pay them enough money tceertakorth their while, and
you can’t afford to do that unless you sell moc&eétis. So, the size of the building
was important. (K. Ramshaw, personal communicatitay 11, 2009)
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By opening the Orange Peel in a space that codlonamodate a large number of people,
they increased the size of the audience base @frtbescene.

A large space allows more people to participatiaénarts scene; a space too small
can limit the number of audience members. BarbaitoH-Subkis said that UNCA needed
a larger performance space. Shows in their langeate, the Lipinsky Auditorium, often
fill to standing room only or sell out (B. Halton#kis, personal communication, Sept. 1,
2009). Instead of advancing the arts scene thropgh opportunities, a constricted space
turns away audience members. Sell outs were alstioned at the BeBe Theater and NC
Stage. Both of these spaces are small and prothoeessvith longer runs. Even so, they
sometimes sold out or placed last minute seatispions on the floor to accommodate
audience members. Flynn-Mclver said NC Stage had beying with the idea of moving
to a bigger space, in part so more people coudshattheir plays (C. Flynn-Mclver,
personal communication, Jan. 20, 2010). Turningofgeaway from a show is always
avoided, but it also indicates that the arts s@emeneral, and the popular space in
particular, are doing well.

Aside from simply having a larger capacity, theggigspaces are destinations.
Large spaces can hold more art, get big name peefsrand have a strong presence.

Why did | use places so darn big? Why is New Magri2,000 ft, why is this [Blue
Spiral 1] 12,000 ft., which is huge for a galleWkll, we live in a very, very small
town. And, think about why this is such a tour@th, because there is a very, very
big home. Biggest in the country, yaddy, yaddy,.\&ily attracts! These places
become destination points for people who are lapkinbuying, and | kind of grew
my businesses to a point that they are almost uageable. Big makes you a
destination, destination brings traffic. (J. Crgarsonal communication, Jan. 21,
2010)

Cram used big spaces not only so he could showd &t, but also so he could pull in a
lot of audience members.

Not only does a large size make a space a destinaithin Asheville, but it makes
Asheville a destination. | heard from the managéiarge performing arts venues that an
important part of their audience came from outgidbeville. Large spaces create extra-
local audiences. Managers of most of the smalleugs said their audience was almost
exclusively locals. Audiences at the large spaca®wof course, by and large locals, but
people came from out of town to see shows theveedisThe Orange Peel, for instance,
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has a wide regional draw. Customers who buy ticgeliie for the Orange Peel are
tracked to see where they live. Last year 90,0fKets were sold to the venue; 60% of
those were sold online. A third of those buyindeits online, about 29,000, were from
people who drove over 120 miles to see a show @fmshaw, personal communication,
May 11, 2009). People come from such a wide areause the Orange Peel is a desirable
venue to see a good band. It is smaller than waéxa might normally see a band, and
Asheuville itself is a desirable place to visit.

People come from the Tri-Cities, a lot of collegges, like from Boone. We have a
lot of people that drive up from the Charlotte ald have people that come over
from Knoxville to see a band. There are a coupsoas. We're a small venue for
good bands. So, a lot of folks would rather drivitke further to see them in the
Orange Peel with 942 people, than see them 45 gsgraway in a seated venue of
2000, like what would be the equivalent of the ThsrVolfe. It's just a different
experience. And Asheville is a draw. People gotowat, and hang out. They just
like Asheville. I think the first time they comdigy come for the band. Then they
think it's a really cool place. (K. Ramshaw, pemlocommunication, May 11,
2009)

Ramshaw stressed the fact that the Orange Peebisparatively small venue. It is
large in Asheville, making it a destination withire city, but small compared to venues in
other regional cities, which also makes it a dramaudience members. The Diana
Wortham, another fairly large venue within Asheyilhlso attracts people from outside the
city. About 15% of the customers at the Diana Wamirare from outside of Asheville’s
metro area, according to John Ellis, which traeslab roughly 3-5% of the sales (core
customers attend multiple shows, and out of maristomers likely only come to one
show),

But, if they are 3-4-5% of my business that’s ac@alpart of your business, and so
we can do things here in Ashville, we did a weelgloun of the off Broadway
show “My Mothers Italian, my Father is Jewish aimd in Therapy” and we had
people from 18 different states, from Maine to Flarto California. Sometimes we
will have someone come here to see Arlo Gutane a lot of them will say, ‘give
me another reason to come to Ashville, give mexanse.’ (J. Ellis, personal
communication, May 6, 2009)

The Diana Wortham hosts performances by Terpsicarpsng other groups.
Director Heather Maloy said that while most of thaidience is made up of locals, they
have a lot of people from out of town on their nmagllist. People come to Asheville just to

see one of their shows (H. Maloy, personal comnatidn, May 11, 2009). Performance
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spaces draw audience members into the arts schadarfe spaces are able to grow the
size of Asheville’s audience by attracting peopterf outside the city. As my informants
said, people will come to Asheville first to segpecific show, then they look to the
performance spaces as excuses to visit Ashevidaag

The location of the performance space also imphetsize of an audience. Venue
managers were often concerned with audience merbberg able to easily find the
performance space. What was the second aspect Bamséntioned when she described
searching for the Orange Peel’'s space?

For us, the location. We were definitely looking smmething downtown. We
weren’t that interested in anything outside of diegvntown core. We needed it to
be on a primary street. Asheville is a tourist tpeud a lot of people come from
out of town, and we knew we would have to draw fraumh of town to make it

work, so people had to be able to find this. (KorRhaw, personal communication,
May 11, 2009)

The proper location guarantees that audience membkibe able to find the space. This
is a very basic issue regarding audience particpan the arts scene.

Location is especially vital for galleries to puilaudience members. Most galleries
rely on out-of-towners for their customers, so tecahere tourists can easily find them.
Furthermore, galleries need to be located wheme tisea lot of foot traffic. Carol Bonds
felt the location of the Haen Gallery on a maimstiin the CBD has been significant in
attracting customers.

I think our location downtown [is important], andhere it is downtown. There
were a couple galleries that had a really hard bewause they were on downtown
streets that weren’t main drags. | would say tlt86of the people that come into
the gallery are people that just happened to beleramg by. And that includes the
people that are buying from us, too. There ard aflpeople that come in and say, |
was just walking around today, | wasn’t intendingyet anything, but | just saw
this and | couldn’t help myself! It really seemsbi® a lot of people, you know, they
are walking to the bakery, or wherever. (C. Bomp#gsonal communication, Jan.
20, 2010)

She brought up this sentiment again when explaih@rglecision to let her membership
with the Chamber of Commerce expire. She felt taerHGallery's location was better than
the chamber's.

It just wasn’t doing anything for us. We had flyeiewvn there, but it seems like our

location is a much better marketing tool than... altyuthe Chamber of Commerce

is in a weird location, it's not downtown. It's asis the way over there. So people
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are more likely to stumble into the gallery thaeyttare into the Chamber of
Commerce! (C. Bonds, personal communication, Jan2@10)

Gallery representatives in Asheville saw theialban as an important way to
attract audience members. They felt it necessalg tocated downtown, and most wanted
to be on main streets. Unless the gallery was tind¢i®n or had a non-tourist audience
base, like the galleries at UNCA, it was importtduat the space be downtown. Their
location was their best tactic to pull in custom@ise only alternative was to be in the
River Arts District, which also draws a lot of faoaffic. Both the River Arts District and
downtown have an accumulation of art galleries,ciwhs significant. A cluster of
performance spaces is a destination, which attraote audience members to all the
spaces.

Many informants stressed that they wanted to gheir audience, and the best way
to do that was to collaborate with other perforngasigaces in town, much as the River
Arts District did. That area started with individaatists owning and renting studio spaces.
Now there is a formal group, the River Districti&t$, that organizes studio strolls and
does marketing. By collaborating, they increasestidience for everyone. This is true for
the rest of Asheville as well. Karen Ramshaw hghasips that may be considered the
Orange Peel's competition. For instance, she altbev®iana Wortham Theatre to put up
posters at the Orange Peel. “I think the way tdyeaake an arts city is for people to
collaborate and share audiences, because therbedgrgrows their audience” (K.
Ramshaw, personal communication, May 11, 2009n Hlis at Diana Wortham agrees,
“The idea is you'll all be better off growing theanket rather than fighting for your share”
(J. Ellis, personal communication, May 6, 2009).

Collaboration and audience growth extends beybadtts to other types of
businesses. Having a variety of businesses clustegether can increase the audience for
all the spaces. This creates a district affect elieere are multiple reasons to go to a
location; there could be a combination of restais,eshops, and galleries. The district
affect is different from an agglomeration benefitesre similar business group together.
The district affect has a variety of businessesngimore reasons for visitors to spend

time in the area. Wendy Whitson, a painter in theeRArts District, said that the
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restaurants and cafes in the area have createlisthiet effect and help draw in more
customers.

That fact right there, adding the restaurants mékesre of a destination, because,
‘Hey! We can have lunch.” And we can go walk aroand see some art. It's more
of an outing, a complete outing when you can hhesd little rest periods and
food, and they serve beer and wine and that’s goeat..Yes, see, we have after-
hours activities here too now! (W. Whitson, perdamnmunication, May 8, 2009)

I heard this same idea from managers in the Gracade. People will go there for lunch
and end up buying a handmade craft. Or they wikeraspecial trip to the yarn store, and
stop for lunch. By working together, and buildinf§ @ane another, all the businesses and
performance spaces within Asheville can grow thestomer base. Phil Atwood at the
Asheville Community Theater had also felt that sets of businesses helped draw in
customers.

Everybody depends on everyone else. People contkeddirewery scene and help
out the restaurant people; maybe they come to baerglays [at the Asheville
Community Theater]. They come for the experience'rédthe same way, we
attract certain people, and they go out for dirbedore the play. There is all of that
interplay, and that's why it’s really important theverybody is supporting everyone
else. (P. Atwood, personal communication, May 3930

All my informants stressed the importance of dadi@tion among performance
spaces. Carol Bonds pointed out an important agg@end this collaboration:

Because we're all here, people want to come arntielgallery walk. You can’t do
a gallery walk with one gallery. So, we all kindaxfd to that. The reputation that
Asheville has is because we’re all here. And wallevithin walking distance. (C.
Bonds, personal communication, Jan. 20, 2010)

She sees clustering as an important part of whiesthe collaboration between
performance spaces. This goes back to locationantling the size of Asheville’s audience
base.

The total size of the audience base is importattie arts scene, but so is the
diversity of the audience. A vibrant arts scené aave more than one type of person
attending performances and viewing art. A city sgrgople of different ages, ethnic
groups and economic classes participating in ttseesgene. Audience diversity can be
influenced by several factors, including the natfrthe space, location and size of space.

Audiences are different at different venues. Audeemembers had certain

performance spaces they frequented, and wouldeeasssarily follow an arts group to a
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new location. For instance, when NC Stage took hlalys to the Diana Wortham to
perform in a larger venue, the audience did ndo¥olJ. Ellis, personal communication,
May 6, 2009). Customers tend to go to places timeywk They build a relationship with a
performance space.

The conventional wisdom is that brand loyalty ddesxist anymore. Everybody

will be a shopper and they will go to what's beoftered. They don’t care about

the venue or the space. But, | think the smalleues build up a relationship with
their customers, and therefore, in a town like #iere there are 40-60 restaurants,
people may go to one or two. Go where you're cotafde. | know where to park; |
know where the restaurants are. So, this areasditféd idea, so there is the concept
of a place or venue or personality that they wiline for, and you build
relationships. (J. Ellis, personal communicatiomyh, 2009)

Similarly, audiences would often go to a certaiougr's performance at a venue,
but not performances by other groups in the saraeesgohn Ellis told me about a study
done with the mailing lists of 12 arts organizasiam Asheville to examine the overlap
between audiences. It turned out there was alnmostarlap. Of about 22,000 households
on the mailing lists, only two addresses were baalists, and a very small number were
seen on two or more. This showed that “there dferdnt audiences; there is no
monolithic audience for an arts scene” (J. Ellexspnal communication, May 6, 2009).
Even in his own space, the Diana Wortham Theatlis, iiotices different audiences. For
example, the audience at an opera may not go tm#e stage series, and the audience at
the main stage series will not go to the operasnklance performances have little
overlap. The audience for Terpiscorps’ dance perémces has only a 20-25% overlap
with the main stage dance programs (J. Ellis, pedscommunication, May 6, 2009).

Each space and each arts group has a core audégacaydiences do not overlap
with other performance spaces in Asheville. Saoetlaee multiple, different audiences.
Each space appeals to a certain audience. By héwngjfferent spaces, the city can have
a more diverse audience base. Likewise, Ellis pdintut that even in one venue, the
audiences do not overlap. People are individuadssaek out different types of art. Having
a variety of performance spaces and a varietytdiagpening within them has been
important to create diversity within Asheville’science base.

Performance spaces locate within their target aegieFor most of the spaces, that
would be downtown, since it is central to mostha tity and pulls outsiders. For some
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spaces, however, another location is best. Kenl®digki opened his bar and music venue,
the Rocket Club, in West Asheville. The people &irs to, the people that make up the
Rocket Club’s audience, mostly live in West Ashlevilt made sense to locate among his
audience base (K. Visklowski, personal communicat®ept. 14, 2009). By putting his
performance space in West Asheville, Visklowskitaied who his audience would be, that
is, the 20 and 30-somethings living in West AsHevilikewise, UNCA'’s performance
spaces are also located within its target audiefiee performance spaces at UNCA market
to students first, then to the campus communityickvis intergenerational because of the
on-campus Center for Creative Retirement, andlfirhé community at large (B. Halton-
Subkis, personal communication, Sept. 1, 2009).urteersity knows who its audience is,
so instead of managing a venue downtown, all thlprance space is on campus. On
occasion, the university will collaborate with amet organization, like the Asheville Art
Museum, in which case the performance may be dommt&or the most part, however, it
has all its sponsored performances in spaces opusarBy doing so, the main audience,
the students, can easily get to the performance.

The nature of the space also impacts the diveo$itlye audience. For instance, a
large number of the music venues are bars, and ohts¢se are limited to people 21 years
old and over. This automatically limits the divéyswithin the venue. Kila Donovan and
the other worker-owners of Firestorm Café had ygoegple in mind when they opened
their community event space. They tried to maleegtace for all age shows.

There is a need that we’re not totally filling rtgiow, but a need for an all ages
show space. Really, venues almost always put agesJibecause of the alcohol
thing. Because they don’'t make money [on the peréorces], they make their
money selling alcohol, so a lot of times they wdet'kids in. But we don't sell
alcohol. A place where you can have performanaeswae’ve got a kids
chalkboard - we're totally family friendly. We watt a place where interesting
things were going on every night that did not rgechround alcohol. (K. Donovan,
personal communication, Sept. 21, 2009)

The worker-owners wanted to increase the diversitlyin the audience of Asheville’s arts
scene by including teenagers and kids in theiremadi. To do this, they opened a café,
instead of a bar. The nature of the space influgtive audience diversity.
Donovan mentioned that the feel of the café infagshwho came to performances.
The feel is a part of the nature of the space. Dan®aid that the Firestorm Café is a
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friendly environment; they strive to make everydee welcome (K. Donovan, personal
communication, Sept. 21, 2009). Ron Lambe also cenmted that St. Matthias is a friendly
environment. He caters to his audience, which istipelderly, by having a shuttle bus
from the parking lot to the church (R. Lambe, pa@ommunication, Sept. 14, 2009).
This kind of detail is geared towards a particgieup of people, and by having this
available they are able to increase the diversitfiwthe arts scene’s audience. Bars,
while certainly working to attract and welcome theaidience, may discourage certain
groups of people from attending a performance.ifigiance, women may feel
uncomfortable attending a show at a bar by theraselthis is not to say that women are
not at bars in groups, but the nature of the perémice space, as a bar, may limit the
diversity of the audience by not pulling in singlemen. Other types of people may feel
uncomfortable in bars, such as older people, layt thay also not be interested in the
performance. Bars do, however, create an atmospherkich their audience is drawn.
Each performance venue adjusts the nature of ésesfp appeal to its own audience,
which can be quite different from space to space.

Giles Collard, at the BeBe Theater, mentioned ithiabrities attended
performances in certain places, but not others.thihdsrmants did not talk about this
aspect of their space, but if it happens in oneeplabelieve it happens in other spaces.
Collard explained why minority populations atteredfprmances at the BeBe Theater:

Traditionally there are audiences that will notiiggm a theater because they were
discriminated for the past 150 years. They're aldwo go now, but tradition says,
don’t go. The Latino population will come to theEBeTheater, but they won't go
to the Diana Wortham Theatre because here it's mataged, it's more
comfortable, they can see the people close up€Tlterlike you walk in and, uh,
should | wear a tuxedo here, how do | dress, wherkego? (G. Collard, personal
communication, May 7, 2009)

Ticket cost influences the type of people in ani@mck. Ticket cost results, in part,
from the cost of the space. Informants often memetibhow expensive it was to perform at
a place like the Diana Wortham Theatre. Most o$éhgroups would have to pass the cost
on to the ticket buyer. This would limit the numloépeople able and willing to pay for
the performance. Most bars had to charge a covenéar concerts. Typically, the cover
went to pay the band, and sales at the bar covkeagkenue’s expenses. Covers are a

necessity, but managers of the space also ackngedetiat the cover deters some people
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from coming to the show (J. Atwater and K. Viskl&iypersonal communications, Sept.
14, 2009). Other spaces, like a church or the teinesCafé, have little or no fees, and
consequently most of the performances are free. dllows people of all income levels to
attend shows. This, of course, is not possiblerfost spaces. Additionally, there is a
paradox in the ticket price; lowering ticket pric@®ws poorer people to attend a
performance, but also reduces the perceived qualdyperformance. Heather Maloy felt
this paradox in ticket prices for Terpsicorps.

Its funny here too, because if we were to lowertmlket price, first of all, | think it
would be demeaning to the dancers and the levehality we are showing. But,
we would have probably a lot more young people aot less older people,
because they would think, well, that show mustrag@ decause it doesn’t cost all
that much. (H. Maloy, personal communication, May 2009)

It is not a simple equation of decreasing tickates to increase the size or diversity of an
audience. Even so, cost does have an impact authience.

The last aspect of audience diversity | will discissthe tourist audience versus the
local audience. Some informants said they trieatti@ct both audiences; many
acknowledged that they appeal to one more thaotties. The galleries were more likely
to mention tourists as their audience. This is ey located their spaces downtown,
where tourists were likely to walk by. This is alsby so many, including the River
District Artists, were members of the Chamber offdwerce. Chamber membership
allowed them to put pamphlets advertising theicsga the visitor center, a tourist’s first
stop in Asheuville.

Managers at performance spaces for theater anatpasvever, more often said
their audience was mostly or entirely locals. Mags surprising considering Asheville’s
reputation as a tourist destination. Even the spdiée the Orange Peel and the Diana
Wortham that had people come in from out of towsde a show, had more locals in their
audiences. Their core audience, the ones that tamaltiple shows a year, were more
likely locals. The core customers are the onesdpates like Diana Wortham try to grow,
because even though they are fewer in number,ittadee up a higher percentage of the
total sales (J. Ellis, personal communication, Mag2009). Other spaces, especially those
like the Rocket Club and Westville Pub that weresimle the downtown, said their
customers were almost exclusively locals. The Boally audience is quite different from
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an audience of tourists. Attracting audience mesiberm both within and outside

Asheville adds to the total diversity of Ashevifiedudience base.
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Chapter IV: Conclusion

Many cities are experiencing a loss of vitalitytheir downtown, characterized by
empty storefronts and deserted streets. Arts groapsise space downtown to bring
energy back to the city. Many cities encouragestiti& and often performance space plays
a large role in redevelopment plans. Some schbkars divided city-implemented
culturally led strategies into categories (Grif§ifli995). These categories help define and
aid in understanding how the arts are supportediootld be used with caution. For
instance, many revitalization projects fit into el categories. Additionally, there are
many factors at play that determine which strategity utilizes (Griffiths, 1995). It is
shortsighted to judge a city’s strategies witharetully examining the existing arts scene,
budget, and residents.

Carl Grodach and Anastasia Loukaitou-Sideris oatlhree strategies that
municipalities use in cultural development: entegy@urial, creative class, and progressive
strategies (2007). Entrepreneurial strategies a&cpive, market-driven methods guided
purely by economic objectives. Creative class atjias seek economic development
through promoting the quality of life and recreaibamenities of a city. This attracts
people, the creative class, who will, in turn,adtrmew economies. Progressive strategies
use a grassroots and neighborhood-based appragtaiesponds more directly to the needs
of local communities and arts organizations. Pregjke strategies strive to widen access
to, and participation in, the arts, revitalize disantaged neighborhoods and bring about
social unity (Whitt, 1987).

Grodach and Loukaitou-Sideris found that most git#rategies fall in the
entrepreneurial category. Only large cities, likeadago or New York City, are able to
spread budget money among all three strategiesitiléocused solely on progressive
strategies. Grodach and Loukaitou-Sideris belieeest has been a shift away from
community-based strategies towards entreprenaugtiods in recent years. Cities work
to attract new residents and tourists, and haveasingly economic, citywide goals.

Cultural affairs departments are often encourageithdir city leaders to justify their
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existence in economic terms, as opposed to culurnaliblic good achievements (Grodach
& Loukaitou-Sideris, 2007).

A portion of the literature gives these strategiesitical examination. Often only a
couple of successful projects are discussed whgmovernments are making plans for
revitalization, which may explain why cities implent the same kinds of projects (Miles,
2005). The use of similar projects makes all ciiesm the same, and possibly leads to
overcrowding of certain cultural industries (Gifis, 1995). There are also critiques that
guestion the economic benefits, specifically, thmel& of jobs that arts-led regeneration
create (Griffiths, 1995). Many strategies createigh attractions, which need mostly
minimum wage employees. Another worry is that lingkcultural policy to regeneration
hurts other cultural development, such as takingegwdrom education funds (Griffiths,
1995).

Scholars critique the top-down nature of city inmpénted culture-led regeneration
projects. Such projects cause a multitude of problelrhe leaders alone decide what type
of arts to promote; this is usually high art orfesart (Miles, 2005). Many of the
experimental and thought-provoking works are nabenaged, which hurts the evolution
of the local arts scene. A city’s focus on highcatises only those with disposable income
to use cultural space (Miles, 2005). This is onghefmain critiques of these strategies;
they benefit almost exclusively the middle and uppasses. The benefits are unevenly
distributed, both spatially and among income gropty leaders prefer over arching,
consensus-making and conflict-free art. This sodimés but can actually mask a city’s
real culture, which may have variety and conflMilés, 2005; Whitt, 1987). This can be
divisive among cultural groups and demeaning tow#ndse deemed undesirable, whose
art is not chosen to represent the city. Additipn@overnment leaders favor professionals
in the field, like planners and designers, oveghkorhood dwellers. This places the focus
on cultural economies over local cultures (Mile802). Planners end up using strategies
that focus on particular districts and favor toisrisver local residents. The planners fail to
build decision-making frameworks that include astisnd small organizations, because the
planners lack clear goals and do not considertutigtnal alternatives for achieving cultural
vitality (Markusen, 2008).
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With all these critiques, how should a city usedrts for revitalization? There are
basic problems involved with handling such projeEts instance, who is the audience?
Where is the geographic focus? Should the strdtegpcused on the production of art or
on consumption, that is, increasing audience nust8hould money go for building
spaces for arts activities or for the activitiesrttselves (Griffiths, 1995)?

There are different kinds of arts-led growth, aiftecent ways to attract artists to a
city. Some are drawn by the lower cost of livingm® by the recreational activities, and
others by a diverse artistic culture or an alreaxigting arts scene. A city hoping to
support the arts should look at what draws artgstee area in the first place and develop
that niche (Markusen & Schrock, 2006). To attractl people into arts participation,
many working in cultural fields believe cities sthdencourage informal arts groups. This
could involve increasing funding for and visibiliby informal groups, enhancing arts
activities in public places, and conducting soaiadl economic research (Graves, 2005;
Wali, et al., 2002).

Arts projects are clearly significant tactics ugedevitalization efforts. The space
used in these projects is also significant, butsghecifics are not well understood. | found
that performance space shapes Asheville’s artsedoemany discernible ways. Having an
abundance of performance space available createdvmonment where a great deal of art
was performed or shown. A wide variety of arts ggaallowed a variety of art to be
performed. In order to have high quality art, thieae to be high quality performance
spaces. And, having plenty of diverse performapeess attracted a large, diverse
audience. These findings are common sense, butdng dimensions of the relationship
between performance space and arts scene is {Hendaag.

Arts space creates an arts scene, but an arts alsenereates arts space. For
example, the Diana Wortham Theatre allowed the ¥#ad yric Opera to form, but
artists created the studios and galleries in theRArts District. It is a classic chicken or
the egg question. Which needs to be in a commdinsty the arts scene or the performance
space? While | cannot answer that question, leigr¢hat performance space can shape the

arts scene.
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It is difficult to cleanly separate the qualitiefstioe arts scene that constitute my
definition. Each part can influence another. Faregle, the variety of art in the scene
influences the diversity of the audience. Conversaldiences can influence the type of art
available. The diversity of artists in the commuyruteates the diversity of art, and artist
diversity is shaped by performance space in muelséime way as the diversity of art. The
guantity of art can influence the variety of amat is, if there were very little art in a
community, it would have to either appeal to a widdety of people or alienate part of the
community. With more art, each establishment isddrto diversify away from the center.
Because of these kinds of overlap between pattsecdrts scene, it was difficult to discuss
how performance space influences only one patie@ftts scene. However, it is clear that
all the performance spaces impact the scene a®lewh

There were several factors that came up multiptegiin the analysis of
performance spaces. These included the size afihee, location, and cost. These factors
influence everything from how many people attenaethow to what kind of art was
presented. It was not necessarily better to alaye a bigger space, or a cheaper space,
or be downtown. In fact, having a variety of spacksy and small, downtown and on the
fringe, pricey and inexpensive — shaped the agrespositively. By having a wide variety
of performances happening, which are shaped bgtagability of performance space, a
wide variety of people can participate in the adsne.

Competition and collaboration between performampaess also influence the arts
scene. When opening a new space, competition whitr gpaces influenced the choice of
art displayed or performed. No one wanted to repdat was already being shown, so
each would find a niche. Collaboration, on the ptrend, helped new performance spaces
succeed by building on existing spaces. When aspase opened it drew audience
members from nearby established spaces. This waes campetitive move; in fact, the
established space saw this as a way to grow thdieace as well. New spaces established
niches, and when enough spaces built up in a mtagou see agglomeration benefits.
Competition created diversity among performanceaspavhile collaboration helped grow

the total audience.
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This study has implications for how an arts scearelie supported. Clearly, the
space in which performance happens is importanen\dneating a new performance
space, many often want a state of the art facilitys study has shown, however, that ‘state
of the art’ is not necessarily desired by all perfers. Informants rarely mentioned
technology or great equipment when they discudseid $pace. The music venue managers
would point out a good sound system, but a lacketbfedid not hold back any venue from
hosting good musicians. Some spaces had limitattonéat could be performed, but that
did not make a space unused or disliked. In factesof this rough space was preferred
over clean, up-to-date spaces. This is not tolsayever, that having modern, updated
performance space was not beneficial to the aetsescSome groups only want to perform
in high quality spaces, and many complained aldeitrtadequacy of the Thomas Wolfe
Theater. Having state of the art space availabksimeville is important, but not vital to
the arts scene.

Having a variety of space was more important. MeeeoAsheville could use more
performance space. Most informants commented ofatitehat they need more space.
Visual artists thought there should be more gartUNCA wanted a larger venue. Peggy
Ratusz hoped for more nights devoted to bandsciatafahe Wood. Indeed, several spaces
opened because they felt there was not a spacghevAle for a certain type of art. The
addition of any performance space would benefittte scene, but the type of space
should be carefully considered. For example, casfesps can host certain styles of music,
but not other genres. If coffee shops, but no esppened to host music, the variety of
music would decline. The size of the space sholslul lze considered. It is not useful to the
arts scene to have many spaces the same size.

The location of the space should be considerededis Most galleries and venues
found it necessary to locate in an area alreadwhkrfor the arts, like downtown or the
River Arts District. A location next to a well-ebteshed performance space was desirable
as well. There were spaces, however, that werthefbeaten path, such as the BeBe
Theater, the Rocket Club and NC Stage. These platesh focus on locals, made
themselves destinations and had a positive impath@®neighborhood. NC Stage used to

say it was across the street from Zambra Spanisie Wapas restaurant, but now that it is a
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destination, Zambra says it is across the streat MC Stage (C. Flynn-Mclver, personal
communication, Jan. 20, 2010). The BeBe Theatenésof the few consistent businesses
on its out-of-the-way street in downtown Ashevilléney have made the street feel less
deserted with people coming and going to danceetaand performances. Now there are a
couple other businesses on the street, includiregterm Cafe.

Obviously, an arts scene cannot be created, bahibe nurtured and encouraged.
There are many policy conclusions regarding theontgmce of performance space that can
be pulled from this study. A good way to encouragerts scene is to make performance
space available. Also, make sure buildings ardalaito be turned into performance
space. This can be done by enacting policy thaekalder buildings standing, instead of
being torn down. Small grants or loans could beearadhilable to arts groups or
individuals to remodel a building into a performarspace. This would allow a great deal
of flexibility in the type of space created, sinteould allow many types of spaces to be
created. Also, it would ensure that the space edeabuld suit the needs of artists in the
community, because it was designed by the artistmiselves. Small grants and loans
would also be a cost effective way to support e scene. Instead of one large sum being
spent on a single performance space, smaller amacontd be spent on multiple spaces,
which would add even more to the arts scene. Fgnghiould go to the buildings instead of
just the artists.

Another policy suggestion focuses on the businelesa the community. Many of
the performance spaces | saw in Asheville were eciea to commerce. Bars hosted
music, restaurants had art on the walls, and frstm@s acted as galleries. By having the
Chamber of Commerce or other business groups emgeuheir members to make
connections to the arts scene, all parties coutefite Businesses could be encouraged to
make space for performance, whether that is a gsw®-writer night at a restaurant,
visual art displayed in a bookshop, or a poetrgnsdd a coffee shop. Events like this would
bring customers into their space, as well as pepigiformers with space to perform.
Churches could also be encouraged to host musither types of art. Churches represent
perfect opportunities for furthering the arts scadecause they already have an

appropriate set-up for performance, it is a vefgrdfible way for musicians, mostly
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classical musicians, to perform in the communityisTis beneficial to churches as well, by
giving them exposure and having new people encotimeespace.

Audience members are particular in which perforneasaces they attend. | heard
this time and again from performance space mana§erse audience members attend
venues or galleries for their reputation. They @réifie prestigious spaces. Others enjoy
edgier spaces, the ones known for pushing limieginPerformers themselves prefer
certain spaces over others, based on the type tifegrdo or the make-up of the audience
at certain spaces. A lot of these preferences cowa to the space itself. To encourage a
diverse array of participation in the arts sceherd needs to be a diverse array of
performance spaces. If a city wants to encouragelitrersity of audiences, it should
implement policies that encourage a diversity @icgs. The types of performance spaces
available are clearly important to the arts scand, it is essential that those wanting to

support the arts scene understand the role of ipeaftce spaces.
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Table 1. Performance spaces divided by location issheville

Types of Approximate | Other/main
Performance space | art/performance | Address capacity use
Music
Central Business District
Asheville Civic music, dance, 87 Haywood
Center Arena theater St. 7,654
42 Biltmore
Barley's Taproom music Ave. 297 Bar
Basilica of St. 97 Haywood
Lawrence music St. 500 Church
visual art, music,| 22 Lexington
BoBo Gallery dance Avenue 50 Bar
113
Broadways music Broadway St| 227 Bar
Central United
Methodist Church music 27 Church 5t 550-650 Church
38 N. French
Club Hairspray music Broad Ave. 299 Bar
Diana Wortham music, dance,
Theatre theater 2 S. Pack S¢.500
190
Broadway
Dripolator music #102 50 Coffee shop
112 N.
Lexington
Emerald Lounge music Ave. 95 Bar
Cafe,
music, poetry, 48 bookstore,
Firestorm Café and | visual art, Commerce community
Books performing art St. 49 space
First Baptist Church | music 5 Oak St. 1200 Church
First Presbyterian 40 Church
Church of Asheville | music St. 400 Church
122 College
Fred's Speakeasy music St. 100 Bar
74 N.
Lexington
Izzy's Coffee Den music, visual ar{ Ave 49 Coffee shop
Jack of the Wood music 40 Wall St. 145 Bar
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Table 1. Continued

Jubilee! Community

undetermined

Church music, visual art| 46 Wall Street Church
Pack Library,
67 Haywood
Lord Auditorium music St. 150 Library
Mo-Daddy’s Bar & 77 Biltmore Bar/restaura
Grille music St. 99 nt
New French Bar 12 Biltmore
Courtyard and Café | music Ave. 100 Café
O Henry's/LaRue’s 237 Haywood
Backdoor music St., 254-1891| undetermined Bar
101 Biltmore
Orange Peel music Ave. 942
Scandals
Nightclub/Grove 11 Grove
House music Street 450 Bar
82-A N.
Lexington
Ave., 254-
Static Age Records music 3232 49 Record shop
31 Patton
Stella Blue music Ave. 360 Bar
Temptations & The 5 Biltmore
Red Room music Ave undetermined Bar
Thomas Wolfe
Auditorium at
Asheville Civic music, dance, 87 Haywood
Center theater St. 2,400
Tressa's Downtown 28 Broadway
Blues and Jazz music St. 150 Bar
Trinity Episcopal 60 Church
Church music Street 450 Church
Vincenzo's 10 N. Market
Ristorante & Bistro music St 66 Restaurant
39 S Market Cultural
YMI Cultural Center | music, visual art] St 250 center
41 N.
Z Lounge and Old Lexington
Europe Bistro music Ave. undetermined Restaurant
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Table 1. Continued
Non-Central Business District
400 Haywood
Admiral music Rd 90
UNCA, 1
music, speaker, | University
Alumni Hall dance Heights undetermined
Asheville Arts music, theater, | 308 Merrimon
Center dance Ave 91
Cathedral of All
Souls music 9 Swan Street  200-300 Church
Emmanuel Lutheran 51 Wilburn
Church music PI. 240 Church
Fiddlin Pig music 28 Tunnel Rd. 303 Restaurant
101 Fairview
Garage at Biltmore music Rd. Suite B 300
185 Clingman
Grey Eagle music Ave. 550
Groce United 954 Tunnel
Methodist Church music Road 250 Church
UNCA, 1
music, theater, | University
Grotto dance Heights undetermined
Grove Park Inn
(Elaine's Piano Bar, 290 Macon
The Great Hall Bar) | music Ave. undetermined Hotel
640 Merrimon
Hop Ice Cream Café] music Ave 75 Café
UNCA, 1
music, speakers,| University
Lipinsky Auditorium | dance Heights 625
Lobster Trap music 35 Patton Ayvé@7 Restaurant
389 Merrimon Bar/pool
Pocket music Ave. 60 hall
Reed Memorial 756 Fairview
Baptist Church music Rd. undetermined Church
Reuter Center, NC UNCA, 1
Center for Creative University
Retirement music, theater | Heights undetermined
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Table 1. Continued
401 Haywood
Rocket Club music Rd. 285 Bar
St. Matthias Church | music 1 Dundee St. 200 Church
Unitarian
Universalist Church | music 1 Edwin PI. 299 Church
133
W.C. Reid Center for Livingston
Creative Arts music, theater | Street 250
125B Roberts
Wedge Brewery music St. 18 Brewery
777 Haywood
Westville Pub music Rd. 195 Bar
Visual art
Central Business District
16 Patton
16 Patton visual art Ave. N/A
A Boy & His Dog 89 Patton
Fine Art visual art Ave. N/A
Aesthetics Art
Gallery visual art 6 College St. N/A
1 Battery
Affordable Treasures visual art Park N/A
Alexander & Lehnert| 1 Page Ave #
Fine Jewelry visual art 126 N/A
American Folk Art & 64 Biltmore
Framing visual art Ave N/A Frame shop
Appalachian Craft 10 N Spruce
Center visual art St N/A
19 Biltmore
Ariel Gallery visual art Ave N/A
Asheville Area Arts 11 Biltmore
Council Galleries visual art Ave N/A
Asheville Art
Museum visual art 2S PackSq N/A
Asheville 35 E. Walnut
Community Theatre | theater, visual arft. 399
Asheville Gallery of 16 College
Art visual art St. N/A
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Table 1. Continued
1 Page Ave,
Asheville, NC Grove
Home~Crafts visual art Arcade N/A
Bella Vista Art
Gallery visual art 14 Lodge St. N/A
57 Haywood
Bender Gallery visual art St N/A
Black Mountain
College Museum &
Art Center visual art 56 BroadwayN/A
38 Biltmore
Blue Spiral 1 visual art Ave N/A
visual art, music,| 22 Lexington
BoBo Gallery dance Avenue 50 Bar
64 Haywood
Café Ello visual art St. N/A Café
2 Wilson
Castell Photography| visual art Creek Dr N/A
4 Boston
Corner Kitchen visual art Way N/A Restaurant
Fine Arts League of 362 Depot
the Carolinas visual art Street N/A Classes
Café,
music, poetry, 48 bookstore,
Firestorm Café and | visual art, Commerce community
Books performing art St. 49 space
8 Biltmore
Gallery Minerva visual art Ave. N/A
52 Biltmore
Haen Gallery visual art Ave # 101 N/A
74 N.
Lexington
Izzy's Coffee Den music, visual art Ave 49 Coffee shop
63 Haywood
Jewels that Dance visual art St N/A Studio
Jubilee! Community 46 Wall
Church music, visual art| Street undetermined| Church
19 Patton
Kress Emporium visual art Ave. N/A
60 Biltmore
Lola Salon & Gallery| visual art Ave. N/A Hair salon
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Table 1. Continued

1 Page Ave #
Mountain Made visual art 123 N/A
North Carolina Stage 15 Stage
Company theater, visual artLane 99
39-B
Biltmore
Pura Vida visual art Ave N/A
Push Skateshop & 25 Patton
Gallery visual art Ave. N/A Skateshop
6 Patton
Salsa visual art Ave. N/A Restaurant
55 Broadway
Satellite Gallery visual art St. N/A
4 Biltmore
Susan Marie Design| visual art Ave. N/A Studio
1 Battery
Tree Gallery & Gifts | visual art Park N/A Studio
12 College
Tupelo Honey Café | visual art St. N/A Café
30 1/2
Vadim Bora Gallery Battery Park
& Studio visual art Ave N/A Studio
97 Roberts
Wilkie Arcade visual art St. N/A
Window Gallery & 58 Broadway
Frame Shop visual art St. N/A Frame shop
25 Haywood
Woolworth Walk visual art St N/A
Non-Central Business District
421
Haywood
A Touch of Glass visual art Rd. N/A
1020
Arch Architectural Merrimon
Accents and Gallery| visual art Ave. N/A
428 1/2
Haywood Makes fine
Asheville Bookworks visual art Road N/A art books
365
Blackbird Frame and Merrimon
Art visual art Ave. N/A
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Table 1. Continued

UNCA, 1
Blowers Gallery, University
Ramsey Library visual art Heights N/A Library
428-B
Haywood Custom
Blue Barnhouse visual art Rd. N/A letterpress
242
Clingman
Clingman Café visual art Ave N/A Café
122
Riverside
Cotton Mill Studios | visual art Drive N/A Studio
6 Riverside
Curve Studios visual art Dr. N/A Studio
2nd Floor
Phil
Mechanic
Studios, 109
Flood Gallery Fine Roberts
Art Center visual art Street, N/A Studio
Gayle Paul Gallery & #1 All Souls
Karen Weihs Studio| visual art Crescent N/A Studio
Grand Bohemina 11 Boston
Hotel visual art Way N/A Hotel
111
Grovewood
Grovewood Gallery | visual art Rd N/A
UNCA, 1
University
Highsmith Gallery visual art Heights N/A
111 Roberts
Hofman Studio visual art St. N/A Studio
240
Clingman
Jonas Gerard visual art Ave N/A Studio
238
Clingman
Odyssey Center visual art Ave. N/A
Overstrom Studio visual art 35 Wall St N/A Studio
Phil Mechanic 109 Roberts
Studios visual art St. N/A Studio
166 W.
Railside Studios visual art Haywood St.| N/A Studio
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Table 1. Continued
174 W.
Riverside Studios visual art Haywood St.| N/A Studio
191 Lyman
Riverview Station visual art Street N/A Studio
Roberts Street 140 Roberts
Studios visual art Street N/A Studio
355
Haywood
SteeBo Designs visual art Rd. N/A Studio
375 Depot
Studio 375 visual art St. N/A Studio
UNCA, 1
University
Tuker Cooke Gallery visual art Heights N/A
170 Lyman
Warehouse Studios visual art St. N/A Studio
111-129
Wedge visual art Roberts St. N/A Studio
Performing arts (theater, dance, other)
Central Business District
35 E. Walnut
35 Below theater St. 49
Asheville Civic music, dance, 87 Haywood
Center Arena theater St. 7,654
Asheville 35 E. Walnut
Community Theatre | theater, visual arft. 399
20
Commerce
BeBe Theater dance, theater | St. 60
visual art, music,| 22 Lexington
BoBo Gallery dance Avenue 50 Bar
Diana Wortham music, dance,
Theatre theater 2 S. Pack Sq500
36 Biltmore | several
Fine Arts Theatre art films Ave hundred
Café,
music, poetry, 48 bookstore,
Firestorm Café and | visual art, Commerce community
Books performing art St. 49 space
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Table 1. Continued

Funny Business 56 Patton
Comedy Club comedy Ave. 200
La Zoom Comedy 90 Biltmore
Tour comedy Ave 38
North Carolina Stage 15 Stage
Company theater, visual artLane 99
16 N. Clothing
Royal Peasantry puppetry Lexington 20 store
Thomas Wolfe
Auditorium at
Asheville Civic music, dance, 87 Haywood
Center theater St. 2,400
39 S Market Cultural
YMI Cultural Center | music, visual art| St 250 center

Non-Central Business District

UNCA, 1
music, speaker, | University
Alumni Hall dance Heights undetermined
308
Asheville Arts music, theater, | Merrimon
Center dance Ave 91
UNCA, 1
University
Carol Belk Theatre theater Heights 199
UNCA, 1
music, theater, | University
Grotto dance Heights undetermined
UNCA, 1
music, speakers,| University
Lipinsky Auditorium | dance Heights 625
Montford Park, park near
Hazel Robinson Montford
Amphitheatre theater Ave. 300
Reuter Center, NC UNCA, 1
Center for Creative University
Retirement music, theater | Heights undetermined
133
W.C. Reid Center for Livingston
Creative Arts music, theater | Street 250

* Managers at the space did not respond to inquiry.
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Appendix II. Interview Questions

How did this performance space come about? Whts igstory?

What kind of performance happens here?

What is the primary use of the space? (Music, perémce, restaurant, church)
Is this public or private space? Commercial or poofit?

Rent? Cost of space (if owned)? Square footage?

How many groups use the performance space?

How often is there a performance at this location?

What kinds of groups perform here?

© 0o N o gk WD PRE

Do local artists perform here? What percent isllgsanon local?

10.What were the reasons for establishing this agfaneance space? (size, location,
ambience, cost)

11.Why do artists use this space as opposed to angphee?

12.Does the space satisfy the needs of the groups? &bl be changed to make it
better?

13.How do performers get to use this space? (formaktgersonal contacts, they
created it?) Are performers ever turned down frospace they want?

14.1s there any connection between the performanceesgrad the city government?

15. From where does funding for the space come?

16.Who is the typical audience? Are they locals origis?

17.1s there competition among venues?
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Appendix IllI. List of interviewees

John Atwater, owner, Mo-Daddys Bar and Grille, Ségt 2009

Phil Atwood, managing director, Asheville Commuriltyeater, May 4, 2009

Susan and Giles Collard, directors, Asheville Conmterary Dance Theater and the BeBe
Theater, May 7, 2009

John Cram, owner, Blue Spiral 1, The Fine Arts TaiedNew Morning Gallery, Bellagio
Art to Wear and Bellagio Everyday, Jan. 21, 2010

Andrew Davis, director of music ministries, Basdliof St. Lawrence, Oct. 26, 2009 (phone
interview)

Virginia Derryberry, chair of art department, Urisigy of North Carolina, Asheville, Sept.
21, 2009

Kila Donovan, owner/worker, Firestorm Café and Badkept. 21, 2009

John Ellis, managing director, Diana Wortham Theditay 6, 2009

Charlie Flynn-Mclver, artistic director, North Céira Stage Company, Jan. 20, 2010

Chris Foley, gallery director, and Carol BondsJeyglmanager, The Haen Gallery, Jan.
20, 2010

Barbara Halton-Subkis, director of cultural andcgleevents, University of North
Carolina, Asheville, Sept. 1, 2009

Robin Rector Krupp, artist, River Arts District, M8, 2009

Ron Lambe, organist, St. Matthias Episcopal Chusept. 14, 2009

Heather Maloy, artistic director, Terpsicorps, Mdy 2009

Jan Milin, board president, Asheville Choral Sogi@dministrative coordinator, the
Performance Center of Asheville, May 5, 2009

Karen Ramshaw, vice-president, Public Interesteéetsj which owns The Orange Peel,
May 11, 2009

Peggy Ratusz, booking manager, Jack of the Woqut, $22009

Brent Skidmore, director, Craft Campus, Universit\North Carolina, Asheville, May 7,
2009

Ken Visklowski, owner, The Rocket Club, Sept. 1@02 (phone interview)

Wendy Whitson, painter, River Arts District, May&)09
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Vita

A Spokane, WA native, Lily Ahrens received a Baohelf Arts degree in Biology
and Environmental Studies in 2005 from St. Olafl€y#, Northfield, MN. Following
graduation, she spent several years in Chicagoimgfir a biotech business journal. It
was not long before the desire to pursue an addaegree took her to the University of
Tennessee’s Geography Department. Upon completibardviaster’s degree, Lily will

return to Chicago where she will attend arts evastsften as possible.
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