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EXHIBITIONS AND EVENTS
FROM THE PAST TWO MONTHS

Dublin

The Complex
From 27 Jul to 4 Aug, The Complex presented
the solo exhibition ‘We Often Forget’, by artist
John Busher. The exhibition featured paintings
and prints made by the artist over the past 18
months, including monoprints – the first time
the artist has shown work of this kind. According to the press release, the compositions in
these works are “charged with unreal distortions, dense pockets of activity; a growing sense
of unease abounds” and continue the artist’s
ongoing concerns surrounding the body.

Gormleys Fine Art
Dublin commercial gallery, Gormelys Fine
Art, recently exhibited a series of painitings by
artist Jackie Edwards. ‘To Catch a Hummingbird’ was an exhibition celebrating the life and
work of influential Mexican artist Frida Kahlo,
known widely for her folk art inspired self-portraits. Drawing inspiration from Kahlo’s artworks, Edwards created a series of her own
paintings, that pay homage to the artist, as well
as demonstrating Edwards’ own unique style as
a painter. The exhibition ran at Gomrleys Fine
Art from 1 to 15 Aug.

IMMA
Running until 17 Jan 2021, the Irish Museum
of Modern Art is presenting a solo exhibition by
British-Indian artist Bharti Kher. ‘A Consumate
Joy’ is comprised of new and recent works,
including sculpture, painting, installation and
watercolours. Also included in the exhibition,
is the latest annual edition of a 30-year project,
titled Virus XI (2020). The artist’s practice is
defined by her use of found objects, which she
uses as a way of navigating her own status as an
artist located between contrasting geographic
and social settings.

Kerlin
Following the interruption of his solo exhibition in March, due to COVID-19 restrictions, Irish painter Richard Gorman recently
returned to Dublin’s Kerlin Gallery with a new
exhibition of paintings, titled ‘dalkey 2’. Gorman created the paintings in this new exhibition during lockdown, while cocooning in his
studio. The works continue the artist’s hallmark
style of ‘emotional geometry’, where angular
blocks of colour join together to form offbeat
rhythms. The exhibition ran at Kerlin from 16
Jun to 15 Aug.

thecomplex.ie

gormleys.ie

imma.ie

kerlin.ie

Kevin Kavanagh
‘I set a Bait for the Unknown’ is a new solo exhibition by painter Cecilia Dannell, which ran at
Kevin Kavanagh Gallery from 6 to 29 Aug. The
new paintings featured in this exhibition continue with the artist’s recognisable style, filled
with the vibrant colours of oil paint, whilst also
taking on a more filmic quality. Foreign objects
are found in the natural landscape, with references to photography in other distorted snapshots and blue borders. The exhibition also
featured a new text by The Dock Arts Centre’s
Director, Sarah Searson.

The LAB
Running until 24 Oct, two new exhibitions by
artists Gemma Browne and Aoife Dunne, are
currently being presented at The LAB Gallery.
Browne’s ‘The Invisible Sorceress’ shows in the
gallery’s main space, displaying a series of new
drawings and paintings focusing on the domestic, the artist’s role as a mother, as well as more
universal feminist themes. Dunne’s ‘7thSENSE’
is presented in The LAB’s Cube gallery space. It’s
an immersive installation inspired by post-internet aesthetics, which explores the acoustic creation of space.

MART Gallery
‘Until It’s Time For You To Go’ is a new solo
exhibition by Dublin-based artist, Andrew Carson. Running at MART Gallery until 18 Sept,
the exhibition explores “moments of intimacy
and connection between queer bodies”, mediating on intimacy, casual physical contact and how
we react to these scenarios during periods of
social isolation. DNA samples were consensually
collected from five male casual sexual partners,
with the genetic code being transformed to create musical pieces, which act as a “symphony of
past lovers”.

Molesworth Gallery
Running from 22 Jun to 17 Jul, a solo exhibition
of works by Dublin-based painter, Shane Berkery, was presented at the Molesworth Gallery.
Defined by his hallmark palette of vivid colours
– including ultramarine, cadmium yellow and
permanent rose – Berkery’s paintings synthesise
a range of source material, from family photographs, to content from social media feeds.
The title for the exhibition, ‘Cave Paintings’,
is inspired by a comment made by the artist’s
friend, who quipped about the ‘archaic’ and
enduring process of painting in the digital age.

kevinkavanagh.ie

thelab.ie

mart.ie

molesworthgallery.com

Olivier Cornett Gallery
Curated by gallery volunteers, Maite Moloney
and MollieMia Murphy, ‘Resurfacing’ is a group
exhibition of Olivier Cornett’s gallery artists.
Featuring works by Annika Berglund, John
Fitzsimons, Yanny Peters, Susanne Wawra and
recent RDS Craft Awards winner, Mark Newman, amongst others, the exhibition focus on
showing pieces that have been previously exhibited at the gallery, giving these works a new lease
of life as the country collectively ‘resurfaces’ from
months in lockdown. The exhibition ran at Olivier Cornett Gallery from 6 to 28 Aug.

RHA
Joseph Heffernan’s first solo exhibition, ‘There
were Strange Gatherings’ ran at the RHA’s Ashford Gallery, from 12 Mar to 2 Aug, following
an unplanned closure due to COVID-19 restrictions. The paintings in this exhibition continue
with Heffernan’s interest in Foucault’s idea of
heterotopic space – worlds within worlds, which
mirror and yet upturn what is outside. Heffernan
takes this idea as a basis for analysing the artist
studio, creating cryptic narratives that incorporate elements of Science Fiction and classical
mythology, amongst other things.

Rua Red
‘Resilient • Resilience’ is a participatory street
art project made under the guidance of artist,
illustrator and activist, Joe Caslin, for Cruinniú
na nÓg 2020, at Rua Red, Tallaght. Through a
series of online workshops, Caslin guided nine
young people from South Dublin through the
process of creating images that reflected on the
theme of ‘resilient/resilience’. The work is presented as a large-scale wall piece that is on display, both inside Rua Red’s gallery space and on
the outside wall. ‘Resilient • Resilience’ continues until 3 Oct.

TBG+S
After a successful presentation at the Brazilian
Pavilion for the 2019 Venice Biennale, Bárbara Wagner & Benjamin de Burca’s film work,
Swinguerra (2019), is now on show at Temple
Bar Gallery + Studios until 24 Oct. Wagner and
de Burca’s film documents the contemporary
dance phenomena of swingueira, which has been
adopted by the transgender and non-binary
community in Brazil. In the context of Brazil’s
current rightwing government, Swinguerra acts
as a call for liberation and equality, through the
act of participation inherent in dance.

oliviercornettgallery.com

rhagallery.ie

ruared.ie

templebargallery.com

Shane Berkery, A Few Drinks (detail), oil on canvas, 100 × 120 cm; courtesy of the artist and Molesworth Gallery

Joe Caslin, ‘Resilient • Resilience’; photograph by Dave
Reily, courtesy of the artist and Rua Red

John Busher, ‘We Often Forget’, installation view, The
Complex; photograph by Lee Welch, courtesy of the artist
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George Bolster, Reweaving Your Reality: of something
far more deeply interfused, whose dwelling is the light
of setting suns, and the round ocean and the living air…,
2019; photograph by Paul Gaffney, courtesy of the artist
and Solstice Arts Centre

Roundup

Rajinder Singh, Shamelessly declare your nostalgia for
past inequities in standard time, 2020, 40 × 50 × 2 cm;
courtesy of the artist and Linenhall Arts Centre
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Forensic Oceanography and Forensic Architecture, The Crime of Rescue – The Iuventa Case, 2018, video installation;
photograph courtesy of the artists and The Model

Regional & Northern Ireland

An Táin Arts Centre
‘A Drawing a Day’ (25 July – 22 August) was
a solo exhibition by artist El Borghart, which
recently ran at The Basement Gallery of An
Táin Arts Centre, Dundalk. The exhibition
showcases a series of drawings made by the
artist during the COVID-19 lockdown – one
drawing made per day, over a period of 31
days. Borghart sees these drawings as a creative
response to the impact of social distancing and
of isolation. Many of the works were originally
featured as part of the artist’s takeover of An
Táin’s Instagram account in May 2020.

ArtisAnn
Belfast-based painter, Trina Hobson, recently returned to ArtisAnn Art Gallery, Belfast,
for a solo exhibition of her new paintings. The
exhibition, titled ‘A Murder of Pentimenti’,
highlights a traditional method of working for
the artist, using additive and subtractive techniques in creating her oil paintings on canvas,
with the artist adding and scraping away parts
of the composition to create her finished pieces.
Many of the works are figurative in nature, with
ghostly elements. The exhibition ran at ArtisAnn from 30 Jun to 29 Aug.

Catalyst Arts
Following an online manifestation during lockdown, Leoni Hill’s Graduate Award exhibition
opened physically to the public at Catalyst Art
Gallery, Belfast, from 16 to 18 July. Graduating
from with a BA Hons in Fine Art from the
Belfast School of Art, Hill’s practice relies on
the use of emotional and personal narratives to
present the everyday in a playful and humorous
way. In ‘The Shake of the Tin’ the artist uses
sculpture, text and sound to navigate childhood
memories, as well as emotions surrounding
wellbeing and mortality.

Custom House Studios & Gallery
Jane Williams’ solo exhibition, titled ‘Earth’s
Silent Embrace’, ran at Custom House Studios & Gallery, Westport, from 29 Jun to 19
Jul. For this exhibition, the artist presented a
series of works on paper and board, depicting
otherworldly landscapes that intend to draw
connections between humans, the elements
and the earth. The artistic influences for these
paintings range from medieval illuminated
manuscripts and early renaissance artists, such
as Giotto and Fra Angelico, through to early
20th-century illustration.

antain.ie

artisann.org

catalystarts.org.uk

customhousestudios.ie

The Dock Arts Centre
Currently showing until 10 Oct at The Dock,
Carrick-on-Shannon, is an exhibition of paintings by Sinéad Ní Mhaonaigh. Ní Mhaonaigh’s work often channels “spatial experience”,
through her use of Irish language terms that
describe the lived environment. Terms such as
Imlíne, Eatramh, Imeall and Ardán – meaning
contour, interval, margin and platform, respectively – have provided titles for her solo exhibitions over the past decade, attesting to the
artist’s exploration of bounded space, whether
through formal or symbolic means.

Lavit Gallery
‘Land of Some Other Order’ is a group exhibition celebrating 30 years of the Cork city-based
studio group, Backwater Artist Studios. Curated by Lismore Castle Arts curator Paul McAree, the exhibition features work by Fiona Kelly,
Ailbhe Ní Bhriain, Darn Thorn, Angie Shanahan, Angela Gilmour, Luke Hickey and Carol
Ann Connolly, amongst others. The exhibition
ran at the Lavit Gallery, Cork, until 11 Jul, after
a cancelled opening on 13 Mar, which could
not take place due to the COVID-19 restrictions put into effect on 12 Mar.

Linenhall Arts Centre
Now on show at Linenhall Arts Centre, Castlebar, is Rajinder Singh’s solo exhibition ‘un-migrant-ing’. Featuring painting, drawing, installation, sculpture and film, the exhibition takes
its starting point from an unverified report of a
migrant North American bird, called a Purple
Martin, which was sighted in Ireland in 2019.
The report was uncovered by Singh in the
National Museum of Ireland’s archive, which
the artist has used to unpack ideas surrounding
migration generally. ‘un-migrant-ing’ continues
at Linenhall Arts Centre until 26 Sept.

The Model
‘The Sea Around Us’ is a large-scale group
exhibition that explores our complex relationship with the ocean through installation, film,
participation and sound. Running at The Model, Sligo, until 30 Sept, the exhibition features
works by John Akomfrah (GH/GB), Forensic
Oceanography / Forensic Architecture (GB),
Shaun Gladwell (AU), Susanne M. Winterling
(DE), as well as a new musical score, titled, no
man’s land, by Irish composer Karen Power, and
a specially-commissioned essay, It Dazzles Me
Slowly, by Irish artist Rosie O’Reilly.

thedock.ie

lavitgallery.com

thelinenhall.com

themodel.ie

Sirius Arts Centre
Running from 26 Jan to 1 Aug, ‘How the land
lies’ was a recent group exhibition which sought
to problematise our established conceptions of
the term ‘landscape’ within the visual arts. The
exhibition ran at Sirius Arts Centre, Cobh,
and featured work by Catriona Leahy (IE),
Rachel Bacon (USA/NL), Luci Eldridge (UK),
Andrew Youngston (UK) and Wieteke Heldens (NL). Through experimental techniques,
each artist revealed latent features of landscape,
from its contested past to the possibilities of
the future.

Solstice Arts Centre
New York-based Irish artist, George Bolster,
recently presented a solo exhibition of his new
and recent works at Solstice Arts Centre, Navan,
from 20 Jun until 28 Aug. The exhibition, titled
‘You Are Stardust’, features work made while
on residency at the Search for Extra-terrestrial
Intelligence Institute and subsequent research
with the Kepler Mission scientists from NASA
Ames in Northern California. With the 50th
anniversary of the first moon landing this year,
Bolster’s work questions what a “giant leap for
mankind” actually means.

VISUAL
VISUAL Carlow’s annual open submission
exhibition, ‘ARTWORKS 2020 – The Sky is
Blue’, this year responds to the theme of climate
change and the natural environment, featuring
over 20 artists. Helen Gorey won the Artworks
Award of €3,000, while Ciara Roche won the
€1,000 Eigse Award. The selection panel for
the open submission consisted of Carlow Arts
Festival Director Jo Mangan, VISUAL Director Emma Lucy O’Brien, and New York-based
artist Katie Holten. ‘ARTWORKS’ continues
until 18 October.

Void Gallery
Continuing at Void Gallery, Derry, until 22
August is ‘sur— [infinite Slippage: production
of the r ~e ~a ~l as an intensive magnitude
starting at zero-eight] —plus’ by London and
Amsterdam-based artist Ima-Abasi Okon. Her
work explores representations of the body and
the formation of taste, value and excess through
the use of handmade and mass-produced materials. A centrepiece of this exhibition is a multichannel sound piece, transmitted via a series of
modified industrial air conditioners, performing at various speeds and durations.

siriusartscentre.ie

solsticeartscentre.ie

visualcarlow.ie

derryvoid.com
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THE LATEST FROM THE
ARTS SECTOR

90 Artists Receive RHA Grants
#ReallyHelpingArtists was a fund set up by
the RHA in April, as a way of supporting artists in the face of precarious working situations,
due to COVID-19 health restrictions. With an
initial pledge of €10,000 by the RHA from the
Hennessey-Craig Bequest, a further €10,000
was given by an anonymous donor. Through a
GoFundMe campaign, which ran until 15 June,
the RHA raised a total of €63,000. Applications for artists to apply for the fund opened the
next day, before closing on 30 June. In total, the
RHA received 351 applications, with 90 artists
receiving micro-grants from the fund. A small
committee selected the successful applications,
consisting of RHA staff and led by the RHA’s
President, Abigail O’Brien. Speaking about the
initiative, RHA Director Patrick T. Murphy
thanked everyone who contributed to the fund,
noting that demand for the fund far outstripped
the RHA’s capacity to fund every application. He
finished by thanking all the artists who applied,
emphasising how they “continue to deepen and
enrich our engagement with life and do so under
the most arduous of conditions”.
TBG+S International Residencies
Temple Bar Gallery + Studios have announced
that three artists will take part in their international residency programme, which supports
artist residencies in New York, Paris and Helsinki. Sam Keogh has been awarded a three-month
residency at International Studio & Curational Programme (ISCP) in Brooklyn, New York.
The TBG+S/HIAP International Residency
Exchange has been awarded to Ruth E. Lyons

for two months. Latvian artist, Inga Maldere,
will take part in a residency at TBG+S as part
of this exchange. Finally, Bassam Al-Sabbah has
been awarded a three-month residency at The
Cité Internationale des Arts in Paris. Al-Sabbah
will spend his time on this residency developing
a new CGI film and working on new writing.

emerging visual artists Avril Corroon, Dorje de
Burgh, Kevin Gaynor, Laura Ní Fhlaibhín, Eva
Richardson McCrea and Saorise Wall. Each of
the awarded artists will take part in a collective
week-long residency at the Tyrone Guthrie
Centre in Annaghmakerrig, Co Monaghan, in
early 2021.

Artists Shortlisted for Ireland at Venice
The shortlist for Ireland’s representation at the
2022 Venice Biennale was announced in July.
The list of successful artists and curators were
selected via open call by Culture Ireland, in
partnership with the Arts Council of Ireland.
The artist/curator teams shortlisted are: artist
Elaine Byrne, with curator Helen Carey; artist
Marianne Keating, with curator Miguel Amado; artist Niamh McCann with architect Peter
Carroll and curators Belinda Quirke and Hugh
Mulholland; artist Bea McMahon, with curator Matt Packer; artist Ailbhe Ní Bhriain and
curators Mary Hickson and Francis McKee; and
artist Niamh O’Malley and the curatorial team
from Temple Bar Gallery + Studios. The final
selection for Ireland’s representation will take
place in autumn this year. The successful team
will receive €300,000 to support their project for
the Venice Biennale.

NI Creative Support Fund Reopened
On 23 July, Northern Ireland’s Communities
Minister, Carál Ní Chuilín, announced that
Creative Support Fund would reopen with a £4
million support package for the arts and cultural
sector. The support package builds on an initial
emergency package launched on 27 April, which
was heavily oversubscribed, and left many artists without critical financial support. The Arts
Council of Northern Ireland’s Artist Emergency
Programme, for example, closed after just two
weeks, due to the overwhelming number of
applications they received.
The ACNI’s new funding scheme – made possible through £1 million support from the Creative Support Fund and £100,000 from Future
Screens NI – was called the Individuals Emergency Resilience Programme. Deadlines for
this scheme closed on 17 August and allowed
artists and arts freelancers to apply for £1,200,
£3,000 or £5,000 to support their loss of income
during the pandemic. This scheme displayed a
marked difference from the Artist Emergency
Programme, in that its sole aim was to support
loss of income for artists, as opposed to offering funding for new project-based work, with a
mandatory requirement for public engagement.
£3 million from the newly reopened Creative

Next Generation Award 2020
The Arts Council of Ireland recently announced
that 23 artists have been awarded the prestigious
Next Generation Award. The award, which
gives artists €20,000 to buy time in developing their artistic practice, received nearly 250
applications. Among the 23 awarded, were the

Support Fund will be given to small-to-medium sized arts organisations. More details on
this funding will be announced soon. Emergency provision for larger arts organisations is also
being devised, pending further announcements
on a £33 million package for the arts, culture and
heritage sector, by the Stormont Executive.
In other news, ACNI announced on 18
August that 150 arts organisations had received
a total of £1.9 million in funding, through the
Organisations Emergency Funding scheme,
which was closed in June. This fund will support
arts organisations by helping them buy creative
time to produce new ideas for programming
and plan for recovery after the initial economic
shocks of the pandemic and lockdown.
The Complex Open New Arts Space
The artist-led organisation, The Complex Arts
Centre, have announced that they will be opening a new ‘Northside Live Arts Centre’ on Arran
Street East in Dublin’s city centre. This new
space, which is based in old fruit market district
of the city, is due to open officially on Thursday
3 September at 3pm.
Made up of a series of interconnecting warehouse spaces, The Complex @ Arran Street East,
will house a gallery space, 17 artists studios, a
rehearsal room, and a new “large and versatile
warehouse venue”. The Complex hope that this
new venue space can be used in a variety of different ways, from their theatre programming
activities to 3D installations, as well as being
available to hire for commercial events. The
Complex plan to announce the programme for
their new venue in the coming weeks.
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MATT PACKER PRESENTS THE CURRENT THINKING OF IRELAND’S
STRATEGICALLY FUNDED ORGANISATIONS.

CORNELIUS BROWNE RELISHES A RETURN TO
PLEIN AIR PAINTING.

THERE HAVE BEEN very few positive
consequences to COVID-19, but one of them
might be the consolidating of alliances and
networks among individuals and organisations
that share the same predicament. How to keep
going? How to meaningfully produce culture
at a time like this? How to organise ourselves
to help others – whether artists, employees,
audiences or the public at large?
There are 18 visual arts organisations funded through the Arts Council of Ireland’s Strategic Funding programme, including a range of
resource organisations and exhibition focussed
organisations. It’s a diverse group in terms of
geography, organisational make-up and programme model, but all are committed to supporting the work of visual artists in developing,
presenting and disseminating their work.
Throughout the process of lockdown –
including anticipations of reopening and the ever
impending threat of yet more lockdowns – the
network has convened regularly to share information, advice and experiences, while also advocating to the Arts Council and political sphere
in adjacency with other campaigns, such as the
NCFA. Through long Zoom meetings and without much public proclamation, the network has
become an important structure of peer support
in a relatively groundless context. It has created a
foundation that many of us hope will outlast the
pandemic itself. While most of the discussion
within the network has focussed on overcoming
operational obstacles, there are many, perhaps
more prophetic and potentially creative questions for organisations, as they face an unpredictable future. For the purposes of this column,
representatives of Strategically Funded Visual
Arts Organisations were asked this question:

to the principles of “slow food”. Issues of carbon
footprint, local producers and creating a local
economy are all relevant to the production of art,
as we work towards a greener planet. COVID
and the lockdown challenged where we placed
our values. This process has just begun and will
inform the RHA’s policy and programming for
the coming decade.

COVID-19 has already forced us all to live and
work differently, challenging many things that
we’ve previously taken for granted. Within this
context, how do we reimagine the future of
contemporary art practice and the work that we
can do as organisations to support it?
Cliodhna Shaffrey, Temple Bar Gallery +
Studios: This is the time for radical thinking,
introspective questioning, kindness, community,
inclusion and new forms of connectivity,
for system changing and for talent from all
cross-sections of society to be given a chance.
Aggressive progress, accumulation and constant
moving is untenable.

Jess Tobin, Limerick Printmakers: While
digital engagement offers exciting possibilities
to maximise audience reach, there is a need to
safeguard the quality of digital interactions, to
not have them reduced to ‘consumable content’
and to facilitate in-person experiences whenever
possible. The physical artistic experience cannot
be replicated. Cultural organisations can
navigate this transition by prioritising artists
– in a practical capacity by maintaining safe
environments in which to create and showcase
work, and at a strategic level by continuing
to advocate for the arts, not only a notable
contributor to the economy but as a necessary
component of society in and of itself.

Patrick Murphy, RHA: As an organisation
dedicated to the making and presentation of
material art, the lockdown was as frustrating as
it was revealing. Online programmes gave reach
and accessibility to broader and more regionally
diverse audiences. The economic plight of artists
with their dependence on the gig economy and
their lack of access to social welfare payments was
a stark reminder of their vulnerability. In regard
to exhibition programming, I was particularly
impressed by the take of Carolyn ChristovBakargiev, who speaks of the elevation of the
terroir, likening future exhibition programming

This column was developed by Matt
Packer, Director of EVA International, in
consultation with the 17 other network
members: Black Church Print Studio,
Butler
Gallery,
Cork
Printmakers,
Douglas Hyde Gallery, Fire Station Artists’
Studio, Gallery of Photography, Graphic
Studio Dublin, Highlanes Gallery, Leitrim
Sculpture Centre, Limerick City Gallery
of Art, Limerick Printmakers, NIVAL,
National Sculpture Factory, RHA, Temple
Bar Gallery + Studios, The Glucksman and
Visual Artists Ireland.

Fiona Kearney, The Glucksman: I’m reminded
of the Beckett line, “Imagination, dead.
Imagine”. Artists are always in the process of
reimagining their practice. But as organisations,
we have a particularly important role now,
in terms of providing research time and
new platforms for artists to fully explore the
possibilities of connecting with audiences,
despite the many, necessary restrictions around
embodied encounters with art. For us, this will
mean moving beyond our building, using civic
space as creative realm, touring exhibitions to
rural schools and Direct Provision centres, and
above all continuing to collaborate with artists
and encouraging audiences to take artistic risk,
while feeling safe and supported in all creative
and viewing environments.
Tanya Kiang, Gallery of Photography: We must
continue to support equality of access to digital
networks – infrastructurally, but also conceptually
and in terms of skills. Artists and arts organisations
now have real experience of transcending physical
boundaries through global digital platforms and
we need curation that harnesses these benefits
while safeguarding physical, real-life encounters
with art. For the immediate future, visiting a
gallery is no longer a casual, drop-in affair, but a
planned ‘destination venue’.

WE WERE CLOISTERED together for so long,
our closeness growing, so as the world reopened
and my desire to paint outdoors returned, I
decided to bring along my family. Solitary hours
under quicksilver skies hadn’t lost their appeal,
yet to get back there I needed this bridge of companionship. My true motive, however, became
apparent during our second outing. I wanted to
paint movement, human movement, and could
there be a better subject than two children bursting free from months of confinement?
How light on their feet! How spirited! I
am a swift painter who rejoices in being able
to capture fleeting moments. Fugitive light is
my stock-in-trade, yet this new element of two
beings dancing through the showers and sunbeams left me feeling slow. Posed figures stand
contrary to my interests. The spontaneity of the
moment can only happen if my children are
playing around me as I paint, disregarding my
presence, finding their way into some paintings,
and perhaps not others.
By our seventh outing, another, deeper, motive
for inviting my family along on painting adventures began to dawn. This was my daughter’s
first summer as a teenager, my son trailing not
far behind. These months of warmth and brightness may be our last foothold on the enchanted
land of childhood. As parents, we accept rapid
and profound changes in our children, as we
must. But I sometimes wonder if the undeniable
pain of seeing them grow up is merely an echo
of one’s own pain – the loss of childhood we all
had to go through. Perhaps we are all in exile
from that place. The wish for children being, as
much as anything, an attempt to regain, albeit by
proxy, that lost domain.
Trekking across fields and beaches with my
indefatigable children, climbing hillsides, I’ve
never been more grateful that my portable studio is relatively lightweight. Freedom of movement has been at the heart of plein air painting
since the beginning. The birth of the railway era
in France saw open-air, wandering studios flourish in towns along the Seine, and as far away
from Paris as Normandy. Simultaneously, Parisians of every stripe were discovering the joys of
fresh country air and summer coastal retreats.

Summers are short-lived, alas, but landscapes on
urban apartment walls could provide their winter-bound inhabitants with reminders of rural
charm and carefree days.
Freedoms, of course, are rarely shared by all
equally. Outdoor painting effectively shut women artists out of the landscape boom. Travelling
around France and painting on exposed sites
was for women problematic, even hazardous.
This was a world in which animal painter Rosa
Bonheur had to gain police dispensation to wear
trousers and a smock in public, thus enabling her
to undertake anatomical study in butchers and
slaughterhouses. Not until the 1860s did women begin venturing out to paint, among the first,
Berthe Morisot and her sister Edma, acting as
each other’s chaperones.
Lighter art materials and equipment began
appearing at the same moment railway tracks
were being laid. In 1841, John Goffe Rand
patented his new invention, the collapsible tin
paint tube, without which, Renoir later declared,
“there would have been no Impressionism.” A
decade later the burdens for outdoor painters were lightened further by the arrival of the
French box easel. Often this suggests, however, that colour merchants had a greater hand
in the plein air phenomenon than realistically
deserved.
Digging through musty old art books in
decrepit shops over the years, I’ve delighted in
coming across the glow of sunshine from a particular date in the 1780s or thereabouts, recorded
in diary or letter, wherein a painter rhapsodised
about tramping through beautiful countryside,
in his hand perhaps an easel that folds into the
form of a cane, on his back a haversack containing a three-legged stool that also conveniently
folds, and a sort of box the size and shape of a
topographer’s plane-table, in which are packed
an assortment of colours and brushes.
Almost 250 years later, my children follow a
shoreline with unspoiled air filling their lungs.
Painting them, my face is visited by the liveliest
of smiles.
Cornelius Browne is a Donegal-based
artist.

Cornelius Browne painting his children, Cornelia and Lucian, on the Beach, 2020; photograph courtesy of the artist
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Skills

Sound Collector

Limited Edition

CHRISTOPHER STEENSON PROVIDES A BASIC PRIMER ON THE
WORLD OF SOUND RECORDING.

EIMEARJEAN MCCORMACK OFFERS INSIGHTS INTO THE
CREATION OF HANDMADE ARTIST’S BOOKS.

THE PROCESS OF sound recording – from
sound source, to microphone and recorder, and
then to digital file and software – can appear
overwhelming at first, not least because of the
plenitude of methods that exist, but also because
of how demanding the process can be, in terms
of time and expense. This introductory overview
to recording and working with sound aims to
offer a basic primer on the subject.

piece, you’ll want to record uncompressed .wav
files for editing and mixing later. There are two
main variables you need to consider here: sample rate and bit depth. There’s a whole swathe of
technical (and, bluntly, quite boring) information
related to the importance of these two variables.
For a good overview, read this article.1 I’ll limit
myself to saying that recording at 48kHz/24 bits
is sufficient in most circumstances.

Sound Recorders
For the novice recordist, the simplest place to
start is with a handheld recorder. These devices
usually have built-in microphones and allow
you to record sound files directly to a SD card.
Handheld recorders – like Zoom’s H series,
Tascam’s DR series, or the higher-end Sony
PCM series recorders – reduce the process of
capturing sound to a simple press-and-record
procedure. Some of these recorders, like those
made by Zoom and Tascam, also include XLR/
TRS inputs, so that you can hook up external
microphones/devices to record audio from.
Having these extra inputs is great to have, as you
become more interested in recording.

Mono, Stereo & Microphones
When documenting a sound or environment,
you need consider how you convey that sound to
the listener. Do you want to immerse the listener
in the ambience of an environment (like the
soundscape of a forest or a busy street)? Or are
you trying to record a singular sound source (like
a voiceover)? Each can benefit from different
approaches.
For soundscape/ambience recording, working in stereo is a good option. Stereo recordings
will convey a feeling of depth and directionality to the sound image. They will allow the
listener to feel as if they are ‘inside’ the sound
world that’s been recorded. Small-diaphragm
condenser microphones are favoured for this,
due to their portability in the field. The builtin mics on a handheld recorder will do a decent
job too. For an overview of stereo microphone
techniques and their uses, check out this article.2
Broadly speaking, if you’re recording outside in
the field, the wind can easily ruin any recording
you intend to make. Look into wind protection
for your microphones – lovably called ‘dead cats’.
For a voiceover, record in mono (i.e. on one
channel) and use a microphone suited for voice,
such as a large-diaphragm condenser microphone. Plosives (the hard-sounding ‘ba’ and ‘pa’
sounds produced when speaking) can mess with
vocal recordings. Invest in a pop-filter to reduce
these artefacts.
Once you have sound recordings, you’ll want
to listen to them and edit them, for which you
will need software, called a Digital Audio Workstation (DAW). Many exist and can cost an arm
and a leg. Reaper (reaper.fm) is free for 60 days
(after this time you can continue to use it for free
under ‘evaluation’). It has all the main features
of professional DAWs. Many editing resources
and tutorials exist online and a simple search on
YouTube will get you started on your journey.

Setting Up: Sound Sources & Variables
The process of recording sound requires a
few general steps. The signals produced by
microphones require ‘gain’ (also called ‘trim’),
to bring them up to the correct volume levels
for recording. In the world of sound, volume is
measured in decibels (dB), with 0dB being the
loudest a sound can be, in a digital recording. As
a general rule of thumb, you want to set your mic
gain, so that the volume levels on your recorder
peak at around -12dB. This leaves plenty of
‘headroom’ for mixing later, as well as dealing
with unexpected sounds that might be much
louder than what you’re generally recording. An
example might be if you’re recording someone
speaking on a busy street and a bus passes closeby. The bus will be much louder than the person’s
voice. You leave headroom to avoid ‘clipping’,
which is when a sound goes above 0dB. Clipping
causes distorted, ‘squashed sounding’ audio and
is difficult to fix in post-production (without
the help of prohibitively expensive software, like
iZotope RX).
How you set gain will ultimately depend on
your sound source. Quieter sounds (like whispering) will require more gain than louder ones
(shouting). It’s something you have to feel out.
Depending on the quality of your recorder’s
pre-amps, increasing gain can introduce ‘hiss’
or unwanted noise into recordings. It makes
recording very quiet sounds difficult, particularly
on budget recorders (see: signal-to-noise ratio).
The only real way to improve this is by getting
more sensitive microphones, or a better recorder with ‘quieter’ pre-amps. As before, noise can
be removed from recordings using specialised
software, but only works under certain circumstances – it will be easier to do in controlled,
studio-like environments than with recordings
in the field.
Filetypes are also worth going over briefly.
If you’re working on sound for film or a sound

Christopher Steenson is Production Editor
of The Visual Artists’ News Sheet. He is
an artist based in Dublin who works with
sound. His Arts Council of Ireland-funded
project, On Chorus, will be presented
via PA systems in Iarnród Éireann train
stations across Ireland this November.
christophersteenson.com

Notes
1
Griffin Brown, ‘Digital Audio Basics: Sample Rate and
Bit Depth’, iZotope. https://www.izotope.com/en/learn/
digital-audio-basics-sample-rate-and-bit-depth.html
2
Björgvin Benediktsson, ‘The Ultimate Guide to Stereo
Microphone Technqiues’, Envanto Tuts+. https://music.
tutsplus.com/tutorials/the-ultimate-guide-to-stereo-microphone-techniques--audio-5265

Eimearjean McCormack, interior spreads of An Outsiders Portrait, 2019; photograph courtesy of the artist

FOR MANY YEARS, my practice has centred on
creating artist’s books, zines and limited-edition
publications. While studying an MA in Print
at University of The Arts London in 2006, my
interest in making books was ignited by a visiting lecturer to the programme. Since then, I
haven’t stopped...
I am particularly interested in how this
medium has positioned itself at the intersection of literature, visual art, photography and
graphic design, while also advocating the use of
experimental media. An engagement with artist’s books is now widespread, with publications
commonly at the centre of creative practice, connecting disciplines and permitting artists like
myself to easily extend beyond the studio or gallery. When I’m developing a new body of work, I
habitually create a publication in parallel, which
acts as a visual record of my process. This incorporates relevant research, images and sketches
that lead towards the final outcome, allowing the
viewer to see the progression from beginning
to end. The possibilities that can be contained
within this intimate space are limitless.
Due to the laborious nature of hand printing
and binding, I tend to create small editions. I use
a variety of specialised hand tools, depending
on the binding style I am working with, but the
most essential piece of equipment for any project is the bonefolder – a flat, tapered, polished
piece of bone. Pulling the pointed end alongside
and across the paper produces a subtle score that
facilitates a perfect fold.
The main structures I use are all based on
traditional binding techniques. Developed in
Egypt, coptic binding requires each page to be
folded together then sewn in a systematic way
along the spine, providing a solid and secure
binding structure that opens out flat. Saddle
stitch and pamphlet stitch, on the other hand,
are much simpler in style but perfect for creating
zines, catalogues and one-off publications. The
Japanese stab binding method does not allow the
book to be laid flat, but the distinctive appearance of its exposed stitching can really add to a
project. There is something so satisfying about

creating a book by hand and I find myself at
times in a meditative state when engaged with
the process of stitching each book block. Making
books completely by hand also allows me to have
complete creative control over the finished work.
Informed by appropriated imagery that is
recontextualised through the print process, my
work primarily explores how visual experimentation with existing material can further develop
how we regard printed matter. The interplay of
text and images, considerations of the printing
process, as well as the design and layout, are
important elements in each book I create. While
most of my books lack a sequential structure in
the traditional sense, the aim is to challenge the
reader’s perspective and create a tactile experience through the printed page.
Combining traditional and digital processes
is central to my practice because it allows me
to work intuitively, overprinting images and
text. This mainly involves cutting and pasting
by hand, scanning and manipulating the images using Photoshop to generate photo positives
for silkscreen, photo intaglio, cyanotype or risograph printing. By integrating traditional print
processes, digital technologies and hand binding
with the principles of graphic design, such as
layout and typography, the bookmaking process
evolves naturally, with one technique informing the other. Most of my publications reflect
on the practical exploration of process, through
the imperfections and malfunctions that occur.
I am not precious about my work and feel it is
important to encourage personal interaction,
allowing the viewer to analyse and interpret the
individual qualities and textures first-hand.
Eimearjean McCormack is a visual artist
and designer based in Galway. Her work
is featured in both Irish and international
collections, including The National Gallery
of Ireland, OPW, The Bank of New York,
Dundee Visual Research Centre and The
Zuckerman Museum of Art, Georgia, USA.
eimearjeanmccormack.com

Regional Focus
County Kildare
Kildare Arts Service
Lucina Russell
Arts Officer

ACCORDING TO VISUAL Artists Ireland, there
are around 80 professional visual artists living
in County Kildare and many of those actively
engage with the Arts Service. We are mindful
however, that there are probably others who are
not known to us, perhaps leaning on Dublin for
supports. One of the most responsive ways of
engaging with artists in the county is through
our annual suite of arts grants and bursary
awards. Here, we actively encourage applications
for process-based work, developmental and collaborative projects, training, materials, equipment and exhibition costs. The much sought
after Emerging Visual Artist Bursary Award, in
association with Riverbank Arts Centre, offers
an award of €2,500 with technical, marketing
and other supports towards a solo exhibition,
provided by the centre. The 2020 recipient,
Shane Hynan, will explore central Ireland’s relationship with bogs, questioning our place within
the environment, largely through analogue photography. His thoughtful work adds a local and
human perspective to an often oversimplified
and polarised climate change debate.
In response to the COVID-19 crisis, we are
currently running ‘Online Digital Tools’ training
with Michael Fortune, via Zoom. These courses
were warmly received by visual artists and other
creatives, as they navigate a new way of being,
now and in the future. Supporting that, we are
working in partnership with Visual Artists Ireland to provide networking and peer exchange
for artists, through their online Café events and
we look forward to continuing this relationship
through a series of online workshops in the
autumn.
We welcome the blurring of lines between
visual arts and other practices. Fiction and arts
writer, Sue Rainsford, was Writer-in-Residence
for NUI Maynooth University and Kildare
County Council in 2019/20. Rainsford provided
art writing workshops as part of her residency,
aimed at professional visual artists who use text,
or wish to explore text, as part of their practice. I hope that we can build momentum with
this cohort, working with our incoming Writer-in-Residence for 2020/21, Nathan O’Donnell, who is one of the co-editors of Paper Visual
Art Journal and IRC Enterprise Postdoctoral
Research Fellow, based between IMMA and
Trinity College Dublin.
In 2019, artist Vera McEvoy received funding under Kildare’s Creative Ireland programme
for the ‘Making Marks with Markievicz’ project. Vera facilitated discussion and workshops
with a group of local women around works from
Kildare’s Municipal Art Collection, focusing
particularly on female artists and the life of Irish
women artists over the last century. When I met
the group, there was much discussion about the
curatorial responsibility around who decides
what artworks are included in (and indeed
excluded from) a Municipal Collection.
Arising from that, the group selected two
paintings by Emma Stroude for the collection,
empowering a lovely sense of responsibility and
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Riverbank Arts Centre
Linda Geraghty
Director

ownership. This approach to acquisitions will
inform future purchases. The project culminated in an exhibition of artworks from Kildare’s
Municipal Collection, called ‘Glimpses of
Escape: your monochrome, my technicolour’,
which was curated by Vera and the group and
launched earlier this year in Áras Chill Dara,
Naas and is on show there until September 2020.
As writer-in-residence, Sue Rainsford wrote
an essay in response to the exhibition and Niamh O’Malley, whose artwork, Big Wheel (2008),
is featured in the collection, launched the exhibition, adding further layers of richness to the
project.
Kildare’s Municipal Art Collection will
soon receive another timely addition, with the
commissioning of ten portraits for the ‘Kildare
COVID Heroes’ project. The sitters will be
nominated by the public. It is envisaged that artists, working across a range of visual arts media,
will be commissioned to create the portraits, culminating in an exhibition launching on Culture
Night 2020.
Supported by the Arts Service, the Leinster
Printmaking Studio provides valuable ‘green’
printmaking facilities in the county. It is a longtime ambition to have dedicated artist’s studios
in County Kildare, to complement LPS, and we
continue to work towards that.
kildare.ie/artsservice

Vera McEvoy and workshop participant Rachel discussing
drypoint printing detail; photograph by Christine Burns,
courtesy of Kildare Arts Service

Shane Hynan, Tony’s Footings, No. 27-07, from the photographic series ‘Beneath / Beofhód’, Kildare, Ireland, 2018;
courtesy of the artist

Michelle McBride , ‘The State of RoY’, 2019, installation view; photograph courtesy of Riverbank Arts Centre

RIVERBANK ARTS CENTRE provides a multi-

disciplinary programme which includes theatre,
cinema, comedy, music, dance, workshops and
visual arts. Based in Newbridge, the county arts
centre for Kildare has two galleries, each with its
own focus and remit. The McKenna Gallery is
the main visual arts space in which we present
work from local and national artists at varying
stages of their careers, from emerging to established. The Children’s Gallery is a visual arts
space which aims to connect young people with
a multidisciplinary visual arts programme from
an early age. The work presented in this space is
created both for and by children, in collaboration with visual artists.
With all exhibitions presented at Riverbank
Arts Centre there is a complementary outreach
and education programme, devised to encourage
a deeper engagement between audiences and
artists’ work. Last year, 6,500 children from 41
primary and secondary schools attended Riverbank Arts Centre as part of a school trip – many
of these would have been offered guided exhibition tours or taken part in a talk, workshop
or another engagement activity. Riverbank Arts
Centre also collaborates with other organisations to co-commission artists. A recent example of this is ‘FOLD/UNFOLD’, an exhibition
exploring paper folding by Vanya Lambrecht
Ward, co-commissioned by Riverbank and
Linenhall Arts Centre and curated with young
audiences in mind.
Riverbank Arts Centre offers a range of artist
supports, including a residency programme in
the summer months, where artists are selected
through an open call and offered an incubation
space. In addition, the Emerging Visual Artist Bursary Award is a collaboration between
Kildare Arts Service and Riverbank Arts Centre
which enables the first major solo exhibition by
an emerging artist. Previous recipients include
Michelle McBride, Brenda Kearney, Marta
Golubowska and Isobel Egan. It is a highlight
in our visual arts calendar and a great opportunity to support the work of an emerging artist.
In November, Riverbank Arts Centre will present a solo exhibition by Caoimhe McGuckian,
recipient of The Emerging Visual Artist Bursary
Award in 2019. ‘Fathom’ (21 November – 23

December) centres around notions of measurement, with an emphasis on subduing chaos and
the formation of order. This leads ultimately to
the creation of an idiosyncratic, personal system
of measurement. The collection includes sculptural and wearable pieces, encompassing traditional and unexpected materials with a particular interest in objects of regular human use.
Riverbank also issues an open call three
times a year to commission an artist to illustrate our brochure covers. We have worked with
many emerging and leading artists and illustrators including Peter Donnelly, Fintan Taite,
Holly Pereira, Dermot Flynn, Anne Marie
Morrin, Grainne Bath Enright, Marta Barcikowska, Ann Kiernan and Deirdre Byrne. This
is a way of connecting with new artists, and also
introducing an artwork to our public. Riverbank
Arts Centre is a supporting partner of The Creative Well, an arts and wellbeing project supported by Kildare County Council Arts Service
through its Arts, Health and Wellbeing programme, the HSE and the Arts Council. The
Creative Well ran an Open Studio at Riverbank
for five years, where professional artists facilitated an inclusive space for adults interested in
visual art. We have presented exhibitions and
events in collaboration with The Creative Well,
including ‘Creating Space’, a group exhibition
( January 2019) and The Creative Well Archive
Project ( January 2020).
Riverbank Arts Centre’s gallery programme
for autumn includes a group exhibition by
Kildare Art Collective, titled ‘ART FEEDS’ (11
September – 24 October). It presents a collaborative project developed as a platform to process
and document our lives throughout lockdown,
while creating an opportunity for communication, conversation and crossover between disciplines. Participating artists worked together
and exchanged ideas using alternative methods
of communication such as email, letter, carrier
pigeon, phone calls, video calls, telepathy and
text. The diverse work created during this project reveals interesting themes, as we adjust to
our new reality and navigate changes in how we
work together.
riverbank.ie
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Kilcock Art Gallery

Eggshells, Pandemics and Artists’ Incomes

Breda Smyth
Manager

Vera McEvoy
Visual Artist

I ESTABLISHED KILCOCK Art Gallery in 1978.

The gallery was opened by the late George
Campbell RHA in September 1978. The gallery
deals in fine art painting, sculpture and prints by
leading names in Irish art. The gallery is a welcoming place with an easy and friendly atmosphere, offering advice and help in building individual art collections and investment portfolios.
It is a real treasure trove of both established and
new artistic talent, catering for the varying tastes
of all collectors.
In terms of my own background, I was born
into an artistic family, the well-known O’Keeffe’s in County Kildare, with many of my relatives pursuing careers in the arts and education. I
originally trained at the National College of Art
& Design in Dublin and later studied Advertising and Marketing at the College of Commerce
in Dublin. My daughter, Carina, joined the gallery in the 1990s, having studied Art History in
UCD. She had previously worked in galleries in
Germany, South America and New York, before
joining me in Kilcock. The gallery in New York –
Danette Koke Fine Art – has collaborated with
Kilcock Gallery since 1995 and we have had a
number of relationships with other international
galleries over the years. In 1995, we brought an
exhibition by Kerry-based artist, Michael Flaherty, to New York University. This exhibition
was opned by Táiniste Dick Spring and was a
great success, selling to many corporates in New
York City.
The Kilcock Art Gallery brought an exhibition of the Tory Island Painters to Paris in June
of 1985. We held the exhibition in the Irish
College on Rue des Irlandais, Paris. Exhibiting with the Tory Island painters Patsy Dan
Rogers, Ruairi J. Rodgers, and Michael Finbar
Rodgers was the famous artist Derek Hill, who
was considered one of the Island painters and
visited there regularly to paint. The Tory school
of painting was already becoming known abroad
and this exhibition in Paris was the first exhibition featuring all the Tory painters to be held
internationally. The catalogue for this exhibition
was published in Irish, French, and English.
The gallery has been dealing with mainly Irish
established artists, sculptors and printmakers
since its inception. The roster of artists we represent and continue to work with include John
Behan RHA, Joseph Sloan, Arthur Armstrong,
Peter Collis, Tony O’Malley, Manus Walsh, Sarah Corner, Trevor Geoghegan, Mike Fitzharris,
Michael Gemmell and many more. We hold
exhibitions regularly each year and were honoured to have President Michael D. Higgins
open John Behan RHA’s sculpture exhibition
in 2019 on his 81st birthday. John Behan RHA
has been showing with the Gallery since it was
established in 1978.
In 1982 we held an exhibition of the Graphic
Print Studio, called ‘Beasts from Green St. East’,
which was the address of the Graphic Print Studio on the docks in Dublin at that time. There
were 30 printmakers with prints for sale in editions of 30. Ruth O’Donnell and Mary Farrell
Powers curated the exhibition.
We collaborate yearly with the Leinster
Printmaking Studio, based in Clane, County
Kildare. Kilcock Art Gallery held an exhibition
of original prints for their 20th anniversary (17
November – 8 December 2018) and another exhibition, ‘Interpretations in Printmaking’
(22 November – 21 December 2019), curated

by Robert Russell, Director of Graphic Print
Studio. This November, we will hold another
print-based exhibition, curated by Alice Hanratty, on the theme of Heritage. This exhibition
will include works by members of the Leinster
Printmaking Studio, including Margaret Becker,
Orla de Brí, Deirdre Shanley, Valerie Hennigan,
and Gay O’Neill, as well as many other invited
artists, who will submit to the adjudicator. The
final list of artists will be completed in September 2020.
Kathrine Geoghegan’s exhibition of paintings on aluminium and paper will open on 12
September 2020. It was postponed in April due
to COVID-19. We are holding this exhibition
in a large warehouse in Tallaght Business Park,
Dublin, until 30 September, after which time it
will continute for another three weeks in October at Kilcock Art Gallery. Social distancing will
be facilitated in this large warehouse, where we
will have an opening night preview, the same
as always. The exhibition explores the habitats
of the North Bull Island on Dublin Bay, which
is a UNESCO heritage site. It is a treasure of
plants, mud flats, marshes and dunes, where
the artist takes her inspiration from. We will
have large photos of the island on the walls of
the warehouse and at eye-level, will be Kathrine
Geoghegan paintings. This unusual double venue for an exhibition is one of the “out of the box”
plans we have hatched, due to COVID-19.
Next year we have Josephine Grant showing
watercolours and oil paintings of her gardens on
her 80th birthday. Because of COVID-19, we
have not finalised any further exhibitions, deciding instead to mainly show the works of our
gallery artists, such as Michael Flaherty, Manus
Walsh, Joseph Sloan, Sarah Corner, and Mike
Fitzharris, amongst others. We are keeping visits
to the gallery by appointment at present and will
continue doing this for our future exhibitions,
due to the social distancing rules.
kilcockartgallery.ie

Michael Flaherty, Brandon Peak from Kilmore, oil on
panel, 70 × 76 cm; courtesy of the artist and Kilcock Art
Gallery

President Michael D. Higgins with Sabina Higgins, John
Behan RHA & Breda Smyth at John Behan’s Kilcock Art
Gallery exhibition in 2019
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Printmaking introduction with Vera McEvoy for ‘Making Marks with Markievicz’; photograph by Christine Burns;
courtesty of the artist

I AM A visual artist living and working in Coun-

ty Kildare. My practice incorporates both collaborative and participatory projects and I also
work as a solo artist. I studied printmaking in
NCAD and I now work in glass, textiles, paint,
video and printmaking.
As I write, approximately 2,500 washed and
dried whole and halved eggshells are sitting in
my studio. They are destined for my artist-in-residence project with St Kilian’s NS, Cavan, which
came to an abrupt halt on 12 March. Another
2,500 or so eggshells are hopefully still safe and
sound in the school, waiting for the children to
mosaic large papier-mâché shapes for an exhibition, if and when the project resumes. My other
artist-in-residency role with Our Lady’s Hospital School, Crumlin, suffered the same fate.
2020 had started off with a very busy schedule. In the early months of the year I was completing a public engagement programme called
‘Making Marks with Markievicz’, funded by
Kildare County Council as part of the Creative Ireland Programme. This project gathered
together 13 women via an open call, whom I met
with weekly. We viewed and discussed works by
female artists in the Kildare Municipal Art Collection, engaged in a wide variety of relevant art
processes and visited galleries and local private
artist studios. This project culminated in a beautiful exhibition of works by female artists from
the collection in Áras Chill Dara, Naas.
A really exciting element of the project, not
part of the original plan, was that the group was
invited by Kildare Arts Service to select a new
artwork for the collection, “if we were interested”. You can imagine our response – “try holding
us back!” We selected two oil paintings by Irish
artist, Emma Stroude, titled The Red Flag (2019)
and So Settles the Night (2018). The Red Flag was
included in the exhibition in Naas, curated by
myself in collaboration with the group. Exhibiting outside of the normal gallery space was
exciting, challenging and a very rewarding experience. Some of the group had not attended an
art exhibition opening before, which generated
very interesting planning discussions. The group
hosted a public talk for Women’s International
Day 2020 on 5 March, with guest speaker writer
Sue Rainsford. This, as it turned out, was to be

my last public event, pre-COVID-19.
Another of my projects, working with residents in a Direct Provision Centre, continued for a while during lockdown, via Zoom.
However, for a number of reasons – including
broadband availability in participant rooms (due
to isolation) and language barriers (which are
much easier to overcome in person) – it didn’t
quite work. This project is now on hold until
autumn.
I also work two days per week in a non-art
administrative role, which continued throughout lockdown, bringing in some income, but
disqualified me from the Pandemic Unemployment Payment. I also sold some glass and print
artworks from my website. Many people were
focused on supporting artists in whatever way
they could, understanding the struggles of people working in the arts at this time. Thankfully,
my private glass fusing classes will resume this
autumn, albeit with reduced participant numbers for safety purposes.
One unforeseen positive outcome of the
lockdown has been the opportunity to step off
the roller coaster for a while and take a deep
breath. In the initial stages of the lockdown, I
didn’t seem able to creatively produce. I think I
had a deep underlying sense of anxiety, despite
feeling quite at peace. I understand that may
sound contradictory, but as I settled into lockdown, I started experimenting with kiln-formed
glass pieces, something I had wanted to do for
the last few years, and I am delighted with the
results.
As a large amount of my work is project
based, I seem to be always busy with the admin
and documentation of projects and applying for
funding. The lockdown ‘pause’ gave me a great
sense of stillness in my practice; I didn’t open my
computer for days on end. It was nice to live life
at a very different pace and I have returned to
my practice in a more focused and strategic way.
I’ve reviewed my income streams and am concentrating on the areas that nurture me and my
practice, both creatively and financially. Some
areas I am expanding and others I am happy to
let go of.
veramcevoy.com
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Arena of Landscape

Making Space

Martin Gale
Visual Artist

Denis Kelly
Visual Artist

WHAT IS LANDSCAPE? The dictionary defines

it as “the appearance of that portion of land,
which the eye can view at once: the aspect of a
country or a picture representing it”. This goes
some way to describing what I do. But it is not
the whole story.
Rarely is landscape the subject of my paintings, but rather the arena in which the paintings happen. Occasionally, landscape can be the
starting point for a picture. A location might
suggest a possible narrative, or be evocative of
some memory or idea that I have in my head,
and that particular place provides the opportunity to get it down onto canvas. I live in the
countryside, in County Kildare, hence my focus
on the rural. I imagine if I lived in the city, cityscapes would provide a context.
My paintings are Realist, in that they deal
with the visible world. I am more interested
in the subject of a painting than the process of
its making. This is not to denigrate process, or
paintings that tell the story of their making –
these are very interesting, but it is not the way I
function. For me, process is a means to an end,
rather than the end itself. All my paintings start
in my head. Half-formed ideas can exist for
days, weeks, months and even years, in some
cases. Sooner or later some thing, place or event
will help bring the various ingredients together
and – all going well – we’re off !
The paintings usually carry the suggestion of
a narrative, mostly drawn from my imagination,
but also reflective of real situations. The hope is
that they will engage the viewer and fire their
imagination. I remember coming across a quote
as a student (from whom I don’t remember) that
stated: “Art is real life filtered through an imagination”. That quote has stayed with me.
I tend to work in series, like the series around
emigration – for example Stranger Here (2015)
and The Leaving (2016) and so on – or the paintings concerning the rolling out of the motorways throughout the country – such as By-Pass
No. 1, 2 & 3 (2006). The impact on the landscape, towns and villages and population of the
affected areas is very interesting. I am fascinated
by the way the landscape affects its inhabitants
and is affected by them. Living in the middle
of it, one sees past the surface, the scenery, the
romantic notions of living in the country, to the
sometimes, harsh realities of rural life. What
interests me most about a place is the business
of living there, the day-to-day stuff.
There is an edgy quality at times to the Irish
landscape, which is hard to define, but you know
it when you encounter it. Perhaps it has to do
with weather, skies, dampness, sodden neglect,
thwarted progress, isolation, the urban-rural
divide, and so on. It sounds depressing but that
is too simplistic; it runs deeper than that. It is
difficult to articulate these things, but painting is
my way of trying. Of course, there is beauty here
also and one must not shy away from that; it is an
integral part of the whole, as is the wildlife with
which we share our environment. Lately birds,
in which I have had an interest since childhood,
have started to feature in the work. They are a
part of the story of our island. Nevertheless, it
is not my intention for the work to pursue an
agenda of any sort. I don’t take sides in debates
surrounding environmental or conservation
issues. The paintings simply state how things are.
The aim is to make art, not statements.
My methods are traditional. A painting starts

with drawing and progresses to small studies,
then under-painting. The ground colour is usually a burnt sienna or similar; more recently a
warm grey. Then it is on to drawing directly
onto the canvas, followed by blocking out the
main areas. At this point, changes can still be
made and frequently are. After that, the finished
painting begins. I love drawings and believe that
good painting starts with good drawing. Other
artist’s drawings always interest me. They reveal
so much about their maker, their thought processes, methods, mark selections, etc. It’s a bit
like seeing a writer’s handwriting.
The lockdown has had a significant effect
on me – even in the relative isolation that we
already live in, here in rural Kildare. I found with
so much extra time available, the temptation to
waste it was overpowering. This gave rise to a
long slow clean-up of the studio, spreading out
to storeroom, sheds and even the garden. However, after the initial faffing around – staring out
the window, and so on – things have picked up
and something approaching an ordered routine
has been established. It is a good time for painting. Being in the studio you exist in your own
little bubble, relatively free of distractions. Can
the momentum be maintained as restrictions are
lifted? I certainly hope so.
martingale.ie

Martin Gale, Incident, 2019, oil on canvas, 140 × 160 cm;
courtesy of the artist

Martin Gale, Domain (detail), 2017, oil on canvas, 110 × 60
cm; courtesy of the artist

I AM A painter based in Leixlip, County Kildare.
I work from a garden studio at the back of my
house. It is a small space, but it suits me fine. I
am lucky, as it has been ideal during lockdown.
Many artists have been unable to access their
usual workspaces, while I have been able to continue close to normal, despite exhibition opportunities being postponed or cancelled. In these
challenging times, an online presence becomes
more important for artists, in order to make
work visible and to build audiences. For artists
living in the region, solid support and encouragement has always been provided by Kildare
Arts Service.
The pandemic has made us more aware and
conscious of our surroundings. It has slowed us
down and forced us to think more about our
physical entity as individuals and how we travel through the world. Physical distancing and
spatial awareness have now become part of our
everyday life. So, I find it a bit strange that I am
making paintings that attempt to create the illusion of space. This is something I have explored
for some time in my painting practice, though it
is nothing new – it goes back at least as far as the
Renaissance, with painters creating the illusion
of space through linear perspective.
However, my intention is to imply ‘space’ a
little differently. For me, painting is the bringing together of colour and form in a way that
conveys spatial illusion not only by employing
orthogonal lines and vanishing points. I try to
suggest ‘space’ through a structure that is relatively simple and straight forward. For instance,
an overall field of colour may arch inward, allowing it to be seen as either a foreground figure or
as a receding background. To increase tension, I
add something that may counter – a line, grid
or rectangle. Oppositions are constantly present in the work. Accordingly, the result might
infer movement, as well as the suggestion of a
‘shallow space’. I often play the hard-painted
edge against natural and incidental marks in
the wood; large planes of colour against narrow
lines. My paintings are usually inspired by the
design of the built world – a window, a doorway, a railing, the edge of a roof, and so on. The
paintings hint at the outside world, but not necessarily in a direct way. I am interested in how
form is perceived, which for me is mostly viewed
through the frame of geometry. The world consists of shapes that often touch, overlap, are in
front or behind, push inwards and outward,
move around one another and so on. This is a
starting point and the challenge is to strip away
unnecessary information yet retain enough for
the painting to be still interesting. Playing with
these elements is important. Once commenced,
the painting develops a momentum of its own,
whereby decisions are made purely on a visual
basis and reference to the outside world becomes
less relevant.
I paint in oil or acrylic. The paint is added
flatly and thinly in layers onto wood or canvas,
where edges are mostly masked. The composition needs to be strong in a painting in order
to hold colour and form. I am always aware of
the extremities of the support and usually have
this in mind when deciding on a composition. I
do not usually paint around the sides as I wish
to retain focus on the front. Colour choices are
intuitive; a slight shift in hue can make a major
difference, especially when working with minimal elements. Also, colour can reinforce ‘depth’

Denis Kelly, Untitled (Pink Green), 2020, acrylic on birch
plywood 29 × 25 cm; courtesy of the artist

Denis Kelly ‘Impeccable Defect’, Pallas Projects/Studios, 2017, installation view; photograph by Kate-Bowe
O’Brien, courtesy of the artist

and convey emotion. It is often the case that an
idea gets transferred to the gallery space in the
form of wall-painting. A lot of consideration is
given to the specific site where the work is to be
presented and I regularly respond to the architectural characteristics of the gallery.
I am currently working on a solo exhibition for the RHA Ashford Gallery in Dublin,
which is due to open in February/March 2021.
For this exhibition, I have proposed a series of
modestly-size paintings, alongside a large wall
painting. Without revealing too much, it is proposed that the wall painting will incorporate a
series of concave arcs that come together as an
enclosed form. The idea relates to visual perception and how we see. The composition is derived
from a painting I made, which incidentally was
inspired by the design of an ‘Adam Style’ fanlight. What attracts me to this particular form is
the nature of concavity (and convexity) and how
it can simultaneously convey figure and ground,
depending on one’s point of focus, while also
implying a dynamic sense of movement.
Occasionally, I am asked what a specific
painting might mean. It seems we are constantly
looking for some type of meaning or explanation, especially in abstract painting. But is it not
better that painting retains some kind of mystery, some of its enigmatic quality, allowing us a
space to wonder?
deniskelly.ie
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Unobstructed Perception

Inhabitations

Noel Hensey
Visual Artist

Aisling McCoy
Visual Artist

I AM ORIGINALLY from Newbridge in Coun-

ty Kildare. In 2010, I returned back to Ireland,
after two years living in London and studying at
Chelsea College of the Arts, where I completed
a PGDip and MA in Fine Art. I have been living and working in Kildare since then.
I don’t have a studio in Kildare; I work either
from home or in the café associated with Riverbank Arts Centre in Newbridge. Working in
Riverbank Arts Centre is a good place to be, as
this building is also home to Kildare Arts Service, so there is a lot of contact with the Arts
Service staff, as well as other artists working in
the centre. I find Kildare conducive to my art
practice, as there is a good balance between rural
and urban environments. I find the rural important for thinking about my work, whereas the
urban is important for producing work, getting
exposure to other artists’ work and finding out
about artworld opportunities.
My arts practice is concerned with ‘openness’,
which could be defined as unobstructed perception or meaning. More precisely, it is a concern
with mental openness over physical openness.
The main theme within my work is the perceptive dynamics of encountering found objects
and situations, whereby the viewer’s habitual semantic/judgmental processes are slowed
down or stopped. My practice is multidisciplinary and includes elements of photography,
sculpture, sound and video. I use methods that
complement the theoretical framework of my
practice, including: assemblage; appropriation
(specifically reinterpretation and recontextualisation); using a combination of optical hardware and software, along with traditional media
and site-specific approaches. My art practice
is inspired by Buddhist philosophy and takes
cues and ideas from art historical movements,
including Conceptual Art and Pop Art.
As a result of the COVID-19 pandemic, I
recently had to postpone the start of a threemonth residency at SomoS Art House in Berlin.
SomoS is a non-commercial artist-run space that
was founded in 2012. As part of the residency,
artists work towards a public presentation of their
work, usually taking the form of a solo exhibition.
I will now undertake my residency with SomoS in
October and look forward to using the time and
resources to reflect, experiment and, ultimately, develop my artistic practice. Living in Berlin
and presenting a solo exhibition there will also
be a brilliant opportunity to build professional
networks with international artists and curators.
During the lockdown, SomoS teamed up with
another residency in Berlin, called GlogauAIR,
to hold online group critiques for artists who
were accepted onto both programmes. This was a
great way to make the most out of the situation,
allowing me to deepen understandings of my
work and stay focused and inspired.
One of the positives of the COVID-19 lockdown is that it has given me time to reflect on
my practice, as well as to develop new ideas. One
such new idea is a proposed installation, entitled
The Unknown Movement, for the grounds of an
Irish art institution. There is a school of motoring in Ireland called the Irish School of Motoring (ISM). They have a large number of vehicles
e.g. cars, vans, buses, trucks, etc. all with multiple
‘ISM’ logos. As a number of Ireland’s art institutions have limited spatial access, the concept of
the installation is to manoeuvre an entire range
of ISM’s vehicles into their grounds. The work is

called The Unknown Movement because:
1) it’s a play on the term ‘ism’ – that is, a distinctive practice, system, or philosophy, typically a political ideology or an artistic movement;
2) viewers of the work won’t know how the
fleet got to be located there.
The installation is inspired by Marcel Duchamp’s
model of ‘found’ or ‘readymade’ art. As Duchamp
stated: “readymades were a form of denying the
possibility of defining art.”1
In July of this year, I will be having a solo
exhibition at the artist-run project space and
gallery, Peak, in London. As part of the exhibition, I will be showing two works from my
‘Homage’ series. Homage No. 1 (2017) is a homage to Pablo Picasso’s Self-portrait Facing Death
(1972). Homage No. 2 (2019) is a homage to
Jean-Michel Basquiat’s Untitled (Angel) (1982).
The motivation for this series is exploring the
middle-ground between paying homage to the
past work of influential artists, and creating new
artistic traditions through my own uses of found
objects and materials.
noelhensey.com

Notes
1
George Heard Hamilton, interview with Marcel
Duchamp in New York, Audio Arts, Vol. 2, No. 4, 1959.

Noel Hensey, Homage No. 1 (left) & No. 2 (right);
photograph courtesy of the artist

Noel Hensey, The Unknown Movement, project concept;
courtesy of the artist

I’M INTERESTED IN how we inhabit and imagine place. My background as an architect very
much influences how I see the world and my
practice is situated in the overlap between the
two disciplines of architecture and photography.
I see them as twinned practices that reinforce
and affect each other. Architecture is the translation of a concept, usually through images, into
a physical form; while photography works on
the reverse, by translating space into an image.
Both negotiate a balance between the real and
the ideal, and they each influence how we inhabit – how we make place and construct meaning.
The Radiant City was the title of my MFA
thesis at Ulster University, Belfast, and was an
important project for me in examining this
interest in place and image, and the roles of
architecture and photography in constructing
the ideal. The project explores the idea of utopia
– the good place that does not exist – through
one of the icons of modernism: Le Corbusier’s
Unité d’Habitation in Marseille. The project
allowed me to look at the ideological inhabitation that occurs with iconic architecture and
also how it overlaps with a broader visual culture – how our perception of place is affected by
images. In the making of this work I also developed an approach to editing and presentation, in
both book and exhibition form, that continues
to inform my practice.
If The Radiant City dealt with utopia, then
my next major project, and live the space of a
door, looked at its opposite – when our desire to
inhabit is refused. It was initiated with Belfast
Exposed Gallery as part of their ‘BX Futures’
programme and was supported by the Arts
Council of Ireland’s Next Generation Award.
The project addresses the refugee crisis through
the prism of the former Tempelhof Airport in
Berlin, which was used as an emergency shelter.
The use of the airport, which also has complex
historical symbolism, provokes the impossible
question: How could one inhabit an airport?
Everything about the design of an airport is
about speed and movement and related to the
crowd rather than the individual. Conceptually,
it’s impossible to dwell there and yet this is the
situation of being a refugee – trapped literally
between two worlds and unable to go forward
or back. The parallel between the political ‘placeless-ness’ of the refugee and the ‘non-place’ of
the empty terminal means that the Tempelhof
becomes a metaphor for the condition of permanent transience that many refugees face. This
series became a meditation on this non-place,
both physical and psychological – situated
somewhere between past and future, acceptance
and refusal, arrival and departure.
Following a year spent developing the Berlin work during a Project Studio Residency at
Temple Bar Gallery + Studios, I was awarded a
residency at Cité International des Arts in Paris
last year. During this time, I developed a new
project called ‘Surface Tension’ that charts my
own experience of the city within the context of
Brexit, the Gilet Jaunes protests in France and
the rainforest fires, set against the history and
ideology of Mitterrand’s ‘Grands Projets’ and
the European Project. I had decided to stay in
Paris after the residency and had been based
there since last November.
Since the outbreak of COVID-19 in March,
I’ve been back in Ireland, where I’ve been staying at my childhood home, near Naas in County
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Aisling McCoy, Studies in Time and Distance, 2020;
photograph courtesy of the artist

Aisling McCoy, Studies in Time and Distance, 2020;
photograph courtesy of the artist

Kildare, a place that I’ve known most of my life
but rarely looked at objectively. The pandemic has often caused me to think about the idea
of “the uncanny” – the insidious anxiety of the
familiar becoming strange. And making pictures here as an adult during this weird time –
where home is simultaneously both refuge and
prison – has given me an excuse to mark this
time and explore my own understanding of it.
In paying attention to how the spaces of the
house change over the day, it surprises me often
with its strangeness and how overlooked details
take on new significance through the prism of
a changed world. Within this work, I’ve started
to play with small sculptural interventions that
meditate on questions of enclosure, time and
distance. Overall, I feel that this period of reflection has defined a new direction for my work,
and a new sensitivity to time and the familiar
that I hope to sustain over the coming months.
aislingmccoy.com
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Marie Brett, Day of the Straws: The Fairytale, video still; courtesy of the artist

Cyber Treasure

MIGUEL AMADO INTERVIEWS THE ARTIST MARIE BRETT ABOUT DAY
OF THE STRAWS, A WORK EXPLORING THE EXPERIENCE OF COVID-19
THROUGH CULTURAL LORE.

Miguel Amado: Day of the Straws was created during the
lockdown ordered by the Irish government to mitigate the
spread of COVID-19, but its origins lie more broadly in
your interest in cultural lore. How did the work emerge and
evolve?
Marie Brett: The project stems from research on the loss of
Irish cultural lore from both the collective consciousness and
the practice of everyday life, as advancements in technology
make manual ways of doing redundant. I have always been
interested in revealing what is socially hidden or shunned.
My ambition with Day of the Straws is to reassess the value of
such Irish cultural lore within contemporaneity, repositioning
it as a critical necessity.
In the context of the COVID-19 pandemic, specifically
the contradictions between the governmental and/or medical
discourse and public opinion, themes of cultural lore in Ireland appeared with urgency. It seems that the outbreak paved
the ground for an open discussion on feelings of fear and
corresponding acts of protection. People told me how they
were looking after themselves not only using science – for
example, washing hands – but also by calling upon deceased
ancestral forces, invoking the supernatural through secret acts
of sacred ritual.
During the lockdown, I remained curious, focusing on
matters associated with the supernatural as well as the politics of care, with mind and body connecting both. I wondered whether their intersection could offer or advance new
meaning for hope within such a period of mounting crisis.
Multiple topics emerged: science and folk medicine; ritual

and repentance; mental health and well-being; fake news and
warning factors. Figures such as the oracle and the soothsayer as well as totem animals complemented them. I sought
to creatively reimagine these topics and figures with respect
to the experience of COVID-19. Consider science and folk
medicine: notions that immediately occur to me include
invisible threat, bacteria, contagion and vaccination on the
one hand, and healing, cure, shamanism and natural remedies
on the other.
MA: The title of the work refers to the historical Day of the
Straws. What connections do you perceive between that
nineteenth-century event and the present pandemic?
MB: The Day of the Straws took place in Ireland during the
second cholera pandemic, which lasted from 1829 to 1837.
Much of what happened then resonates with what is happening now. For example, across Europe, populations were
quarantined, and buildings fumigated, while the scientific community varied in its explanation of the causes of the
sickness. Some believed it resulted from divine intervention;
others thought it was provoked by recent immigrants, particularly the Irish.
In County Cork, the Virgin Mary allegedly appeared in
Charleville on Saturday 9 June 1832, leaving ashes at the
church, which she warned were the only defence against the
disease, and which were to be delivered to four houses, and
then another four, and so on, in order to spread that message.
By the following Tuesday, the message had reached the borders of Ulster, and three days later it had crossed into Derry.
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The message changed on its travels: ashes, turf and stones
were used in the east, while straws were used farther west.
Straw has a rich cultural heritage in Ireland, from day-to-day
uses such as bedding and roofing, to symbolism around safety,
such as that of the Parshell – a handmade cross believed to
protect against evil spirits. The Day of the Straws consolidated the idea that materials, which ‘exist’ in the field of the
vernacular, can invoke protective powers through belief in the
otherworldly. I felt that tracing the experience of COVID-19
to a phenomenon such as the Day of the Straws nods to Ireland’s traditions of the supernatural, giving audiences a generous entry point to the project that I was planning to develop, and enabling me to expand from the sphere of the rational
into more esoteric territories.
MA: How and with whom did you develop the work?
MB: I developed Day of the Straws in dialogue with Kath
Gorman from Cork Midsummer Festival, and with creative
collaborators Katie Holly, Kate O’Shea and Lucia Pola. Cork
Midsummer Festival commissioned the work for BE PART,
a Creative Europe-funded programme, and SIRIUS, an arts
centre in County Cork, became a project partner. Holly wrote
texts that investigated key trends that I had been researching.
For example, ‘The Cure’ explores the alternative antidotes to
COVID-19 as a countercultural attitude, spanning a universal longing for aid amid a Cork-based psyche. ‘The Fairytale’
addresses myth creation, hypothesising about a mystical contagion.
I work primarily through dialogical approaches and methods, and it is often people who have never worked with me
– or any artist – who get involved, turning my practice into a
reciprocal exchange. Through the networks of Cork Midsummer Festival, SIRIUS and the team, a huge number of community members – including historians, healers, spiritualists,
storytellers, folklorists, druids and artists – elected to participate in Day of the Straws, becoming co-creators. Around 75
individuals took part in interviews with me and Kate over
the telephone, WhatsApp and Zoom, emulating face-to-face
connections. Kate was crucial in helping me initiate conversations and lead video chats with individuals across Ireland
and beyond.
MA: Did the participatory dimension of the process steer
the direction of the work?
MB: The depth and breadth of people’s engagement led to
materials with vitality and wonderful potential. Through their
suggestions, reflections and comments, participants dug deep
in gifting authentic, personalised narratives, providing a wide
perspective on the experience of the COVID-19 pandemic.
Additionally, many participants generated materials, prompted by our conversations. For example, William Moloney, a
hand analysis specialist, shared his wisdom and abilities
over a video call. He tested my assumptions regarding palm

Marie Brett, Day of the Straws: The Ashes, video still; courtesy of the artist

reading, proposing that it has been hijacked by quacks for
financial gain when, in fact, it is and has always been about
locating well-being.
MA: It seems that you were more a movie director or orchestra conductor than an artist, bringing together multifarious
contributions. What did you do with the materials that you
gathered?
MB: First I distilled the materials – not only those that we
assembled, but also those that were purposefully generated
for this occasion. Then I edited the materials to an essence,
aligning them in clusters (for example spirituality, soothsaying and conjuring protection; self-care and health; hope, and
so on). Finally, I shared the materials with Lucia, who deftly
arranged them among shimmering anamorphic gifs using my
photographs and video stills.
MA: The work is born-digital, taking the form of a website.
Can you describe it?
MB: The website comprises eight sections, or ‘rooms’: ‘The
Ashes’, ‘The Cure’, ‘The Virus’, ‘The Ritual’, ‘The Spirit’,
‘The Fairytale’, ‘The Separation’ and ‘The List’. Each room
features a piece encapsulating the concept summarised in its
title. Within five of the rooms are vaults. They are symbolic
of what lies under the floorboards – the skeleton in the closet or the treasure trove waiting to be found – and operate
as extensions to the thinking underlying those five sections.

Both the rooms and the vaults feature myriad audio clips (from
music to spoken word), still and moving images, and texts, all
collaged and able to be activated. Users make navigational choices between rooms and vaults, followed by multiple options for
continuing onwards.
It was important for the work to somewhat mirror the internet – an accumulation of found, fabricated, archival truth and
blurred fiction – to expand greatly from a gateway of documentary, towards a more fantastical fiction-reality of shared experiences of COVID-19. In addition, it was important to claim the
website as a place of vigour, with potential for a little bemusement from the outset, so that viewers might feel they had landed
in an unknown universe and would be lured, almost compelled,
to delve deeper through multiple doorways to territories of wonder, where fantasy carnival meets visionary chimera.
MA: Which section could you highlight?
MB: Within ‘The Ritual’ is a video which mixes slow, cross-dissolving close-ups and details of carved animal heads, borrowed
from the Cork branch of the Celtic Stickmakers Club, with a
recording of a live, electro-acoustic performance of Full Moon
Cleansing Bath by Mama Matrix Most Mystical. By utilising
double imagery and mirroring, I suggest that the totems mediate between the natural and the supernatural worlds, conveying
the notion of a transformative, mystical object, a venerated deity
who watches over a clan. The composition utilises bowls, water,
flowers and electronics, and is dedicated to the last supermoon
of 2020, operating as a call for healing.
MA: What sort of impact, now and in the future, would you like
the work to have?
MB: The project reimagines the historic Day of the Straws story
within the present, encapsulating the modern-day mythology
that charters the indiscernible social fabric of Ireland during
COVID-19. I believe that Day of the Straws effectively establishes coordinates to navigate both a country’s very real terrors
and the complicated, interrelated matrix of ‘hope and cope’ amid
faith, science, the rational and the supernatural, as manifest in
ancient and contemporary cultural lore.
Day of the Straws was commissioned by Cork
Midsummer Festival with SIRIUS. It was launched online
during Midsummer Moments in June 2020 and further
public presentations are scheduled for Culture Night (18
September) and Samhain (31 October) at SIRIUS.
dayofthestraws.ie

Miguel Amado is a curator and critic, and Director of
SIRIUS.
siriusartscentre.ie

Marie Brett, Day of the Straws: The Spirit, video still; courtesy of the artist

Marie Brett is a visual artist based in County Cork.
mariebrett.ie
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Little Did They Know
MATT PACKER INTERVIEWS MERVE ELVEREN, CURATOR OF THE
GUEST PROGRAMME FOR THE 39TH EVA INTERNATIONAL.
Matt Packer: The artist list for the Guest Programme of the
39th EVA International has recently been released. Could
you give further details on what visitors can expect from the
programme?
Merve Elveren: The Guest Programme of 39th EVA International, titled Little did they know, will aim to explore the strategies of collective action and gestures of survival from the
recent past and to test these attempts in the present. Rather
than delivering a historical survey, I see this as an opportunity
to look at small – and usually fragmented – stories of individuals or groups across different geographies that challenged
political histories in ways that don’t usually resonate in the
larger narrative. To open this a little bit, I can talk about four
research projects invited to the Guest Programme. Derry Film
and Video Workshop (DFVW) is a collective established in
1984 in Derry, which was active until the early 1990s. It was
formed around the urgency of documenting the discussions
on gender, class, self-representation and resistance. A newly digitised archive of DFVW will be curated for the Guest
Programme by Sara Greavu in collaboration with artist Ciara
Phillips. In addition, Sexuality of A Nation: Lionel Soukaz and
Liberation Politics will be centered on consciousness-raising
sessions programmed by Paul Clinton. It will look at experimental films from the 1970s and 1980s by French gay liberation pioneer, Lionel Soukaz. Researcher Erëmirë Krasniqi
will curate The Reconciliation of the Blood Feuds Campaign,
1990-1991, an oral history project from Kosovo, reflecting
the memories of families who forgave and people who initiated the campaign. And lastly, Asia Art Archive’s archive
on Keepers of the Waters, a community-based water activism
initiative, founded by Betsy Damon, will focus on the initiative’s 1995 and 1996 events that took place in Chengdu
and Lhasa. Alongside these research projects, there will be 21
artistic responses, including new commissions and a number
of ongoing works, opening up the questions raised by these
projects and unfolding different dialogues.
MP: COVID-19 arrived in the midst of the development of
the programme and it has since changed some of our plans.
We decided to take an approach of delivering the biennial across three phases, which could allow us to be sensitive
and responsive to public health protocol, changed public
behaviours and international travel restrictions. These pragmatics have also created a new set of challenges and opportunities at a curatorial level. Could you explain how the threephase revision of the 39th EVA International has affected
your approach to the Guest Programme?
ME: The pandemic definitely made visible – and aggravated
– the challenges and concerns in artistic circulation. Timebased events were greatly impacted by this situation. Given
the uncertainty for the coming months, which could possibly
extend into 2021 as well, the phased approach was a necessary
compromise for all of us. At a curatorial level, I’m sure we
will face quite a lot of difficulties along the way and I don’t
have ready-made solutions to all of them. However, as you
mentioned, delivering the biennial with all of its components
across three phases will allow us to be more realistic and sensitive to the circumstances we all find ourselves in. Rather
than ignoring the existence and the consequences of the crises, or suspending the programmes to an unknown future, we
can be responsive to the current needs and expectations of
the participants, the team behind the organisation, and also
of EVA’s audiences. I believe it is important to build intimate
relationships and to realign the exhibition accordingly. The
current circumstances made this conversation possible.
Also, the artists and curators invited to the Guest Programme all work in research or archive-based projects that
require a certain criticality on how to visualise the research;
and they all have interest in rethinking the exhibition formats
in general. So, the programme can be easily scattered across
different platforms and phases – as easily as it was going to

Mario Rizzi, The Little Lantern, 2019, film still; © the artist and Italian Council

Blood Feuds Reconciliation Gathering, 1990. © Sali Cacaj

Aykan Safoğlu, ziyaret, visit, 2019, film still; © the artist

initially come together under one roof. As I said, we will face
day-to-day challenges, but we’ll rethink and adapt as we go.
The first phase of Little did they know will be between 18 September and 15 November 2020, including works from Yane
Calovski, Eirene Efstathiou, Michele Horrigan, Melanie
Jackson and Esther Leslie, Driant Zeneli, and the representation of Women Artists Action Group’s 1987 Slide Exhibition.
The second phase will follow in Spring 2021, while the third
and final phase will happen in Autumn 2021. We’ll also be
working on a website dedicated to the Guest Programme that
will help bring some coherence to the overall programme.

ger relationship with the local scene and, at the same time, to
be globally connected.

MP: The history of EVA has been a history of connecting
international curators to the local and national context of
Limerick, and in situating this context within broader cultural and political discourse. I’m interested in your sense of
doing that in the development of the Guest Programme, and
how those kinds of local-international relationships might
change in the near future?
ME: During the research process, we think, we negotiate, and
we act together with the artists and the collaborators from
different contexts. It is a long process but ultimately, it is a
mutual one. My role as the curator is to bring this experience
into a temporary space, and hope that it can stimulate longterm discussions with the audience as well. The reality of the
past few months showed us that there is still a possibility to
focus on small-scale, independent initiatives, to build a stron-

MP: Based on what you’ve encountered during your research
in Ireland, what do you think the arts sector here can learn
from the Turkish context? And vice versa?
ME: I had a great introduction to the art scene in Ireland.
Apart from Limerick, I’ve visited several cities and a range of
institutions in those places. What I find exciting and inspiring
is that the art scene in Ireland is decentralised. In my opinion, this model may offer a variety of opportunities for local
actors and outside visitors. It not only makes possible various
modes of collaboration, through the sharing of knowledge
and resources, but it also supports small-scale initiatives and
independent spaces. The model in Turkey is quite the opposite. These are two different realities, of course, so it’s hard to
compare, but EVA is a unique opportunity for me to experience this model and to learn from it. On the curatorial level,
the impact and the results of this exchange are yet to be seen.
Merve Elveren is a curator based in Istanbul. Matt
Packer is director of EVA International.
The first phase of the 39th EVA International will open
in venues across Limerick city from 18 September
2020.
eva.ie
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Ben Rivers, Ghost Strata, 2019, 45 minutes, B&W/colour, stereo, 4:3, original format: 16mm film; courtesy of the artist and LUX, London
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Barry Mulholland ‘Tossed in the Drink’
Pallas Projects/Studios, Dublin
14 – 29 August 2020
THE LAUNCH OF Barry Mulholland’s solo
exhibition, ‘Tossed in The Drink’, at Pallas
Projects/Studios – the first in the gallery’s
2020/21 Artist-Initiated Project programme –
was postponed due to COVID-19. However,
this delay proved to be a fruitful one, with the
Belfast-based artist creating a diverse body of
new work, inspired by recent events, and making
use of a broad range of media and materials. The
resulting exhibition succinctly articulates the
lived realities of 2020, characterised by anxiety,
flux and daily news cycles, that have seen us
collectively lurching from one crisis to the next,
with barely a pause to process or evaluate.
The exhibition’s title, which references the
tossing of Edward Colston’s statue into Bristol
Harbour in June, reflects not only Mulholland’s
mining of recent events for inspiration but
also the witty delivery of his incisive commentary. ‘Tossed in the Drink’ wears its references
proudly, in a manner that is frankly refreshing.
Among an eclectic cast of actors, we encounter
the disembodied heads of Irish politicians –
Sinn Féin Leader Mary Lou McDonald, Taoiseach Micheál Martin and Tanaiste Leo Varadkar – projected through acrylic cut-out, to cast
faint shadows onto the main gallery wall. The
gargoyle-like heads of Boris Johnson and Jacob
Rees-Mogg, wearing the institutions of Westminster and St Paul’s Cathedral like hats, also
feature in a theatrical installation that is tucked
inside the gallery’s smaller room. All five heads
were created using laser cutting and etching
techniques on plastic and wood, indicative of
the ever-encroaching role of technology in art
creation. Johnson and Rees-Mogg are viewed by
many as the tyrannical architects of Brexit, whilst
simultaneously being seen by others as the saviours of Britain. Such binary existence is a key
component of populism, which further amplifies
the ‘Us Versus Them’ mentality that has come to
typify 21st-century politics and electioneering,
despite the capacity for societal unity displayed
during the early phases of lockdown.
Elsewhere in the exhibition, we encounter
conspiracy theories (via ‘Pizzagate’) and internet memes (through depictions of the Ghanaian Pallbearers) – two trashier aspects of digital
culture that have gained momentum during the
pandemic. And of course, COVID-19 – which
has accelerated and laid bare the encroachment
of politics in social life – is a central theme. It

does not dominate any individual work, but
instead is carried through them all to become
omnipresent. In the main gallery space, a large
wooden frame, edged with multicoloured hazard tape, spans from floor to ceiling. Amebic,
virus-shaped blobs float freely through this hollow barrier, highlighting the fallacy of manmade
borders in stopping microscopic bacteria. The
transient nature of national borders is highlighted in Mulholland’s laser-cut maps of Europe.
The dissolving and fluctuating borderlines represent areas of past conflict, reminding us that
they did not emerge through peaceful means.
They signify areas where political tension continues to rise; areas where the past still needs to
be reckoned with, assessed and understood.
Mulholland’s colour palette is vibrant and, at
times, garish and intoxicating. This fun and playfulness masks a serious, almost sinister message,
offering a perfect analogy for the dark arts of
politics, in which optics and spin is everything.
Occasionally, the sheer volume of works can feel
overwhelming – the accompanying list outlines
20 artworks, with some involving multiple constituent parts. It can be impossible to isolate or
critique individual works, just as historic events
cannot be reviewed in isolation. Increasingly
history is understood through its connections
and effects upon other events, people or cultures to provide a more rounded reassessment
of established narratives. The artist highlights a
recent example with a submerged view of slaver Edward Colston’s statue covering the entire
back wall of the gallery.
While Mulholland’s exhibition offers timely
commentary, some quieter and more personal moments provide distance to help us reflect
on this enormous paradigm shift, taking place
during our lifetime. In two small but emotionally packed oil paintings, titled Waiting for Deliveroo and Now, back to looking out the window,
we observe and empathise with the loneliness,
distance and solitude of lockdown. In these
moments, Mulholland is most vulnerable – we
all are – and the human connection between artist and viewer feels strongest.
Aidan Kelly Murphy is a writer based in
Dublin. He is an Associate Editor for CIRCA
Art Magazine and the Arts Editor for The
Thin Air.

Barry Mulholland, ‘Tossed in the Drink’, installation detail, Pallas Projects/Studios; photograph by Lee Welch, courtesy
of the artist and Pallas Projects/Studios

Barry Mulholland, ‘Tossed in the Drink’, installation detail, Pallas Projects/Studios; photograph by Lee Welch, courtesy
of the artist and Pallas Projects/Studios

Barry Mulholland, ‘Tossed in the Drink’, installation view, Pallas Projects/Studios; photograph by Lee Welch, courtesy
of the artist and Pallas Projects/Studios
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Dennis Mortell ‘Protectorate’
South Tipperary Arts Centre, Clonmel
30 July – 22 August 2020

Ben Rivers ‘Ghost Strata’
VISUAL Carlow
23 July – 18 October 2020
I HATE THE ticking of a loud clock; it reminds

Denis Mortell, ‘Protectorate’, installation view, South Tipperary Arts Centre; photograph courtesy of the artist

DENIS MORTELL’S EXHIBITION, ‘Protectorate’,

curated by Catherine Marshall at the South
Tipperary Arts Centre, leads with the titular
image: a statue of Oliver Cromwell. In crisp
black and white, he is bracketed by out-offocus, pinkish strips – railings or hoardings
perhaps. This contrast is the first note of tension
running through the presented works. A tree
in the foreground of Protected View, Point Hill,
Blackheath, 2019-01-29 bisects a cityscape.
Backstop III and IV – two rural landscapes
through which a road and a river meander – are
interrupted by garish white and red road signs.
Imperial I, depicting a flashy bunch of fake red
roses lying on concrete (possibly a memorial?),
is hung low, demanding that the viewer bend
down – bow even – for a closer look.
GPS coordinates feature in the lower margins of most of the photographs, disrupting the
notion that these images be taken at face value.
The co-ordinates for Untitled, 2019-05-24, a sea
and sky devoid of visual clues, invite the use of
the ubiquitous smartphone. Once the location
is revealed as being off the coast of West Africa,
slave ships break the horizon of the mind’s eye.
Lined up beneath – just as the Gulf of Guinea
geographically aligns with London – are Protected View, Hampstead Heath 29-03-2019 and
Protected View, Greenwich, 29-01-2019. These
dates will be familiar to those who followed the
torturous Brexit negotiations.
Untitled shows a Westminster needled
with protective scaffolding. The backsides of
street-level, anti-Brexit banners horizontally
bisect the picture, partially blocking views of a
statue; Richard Lionheart rides his horse along
the divide. In front of the banners, a greyhaired woman looks off to the right. Above
her, rippling, a red castle over a bloody sea, is
the flag of Gibraltar. Below, the pointed tip
of a man’s leather shoe breaks into the frame.
Teeming thoughts of divides, wars, assassinations, crusaders and invaders, are left to the
viewer to marshal.
Backstop II depicts waste ground in Irish border territory. A forklift loaded with pallets (calling to mind Northern Ireland’s annual bonfires)
sits against an old shipping container, sporting
advertisements for fireworks (triggering associ-

ations with ammunitions and war) and ‘cornices
and ceiling roses’ (décor of the ruling classes). A
notice indicates the presence of CCTV, while
the remains of traffic cones and other detritus is
scattered about. Backstop I merely offers a closeup of a white line, a cat’s eye from ground level.
A faint divide in the wet tarmac disappears into
the soft, green ditch of a rural road.
Bookending Cromwell is Protected View,
depicting a statue of King George II at Greenwich. George, whose reign saw Britain evolve as
a global power, is wrapped up in plastic. Brexit
may be nearing the end, but the show is not over.
A change of key is signified by a move into an
annex. A postcard-sized image of a teacup on a
saucer with a silver spoon, China looks homely
but the Olde England that Brexiteers hanker
after was built on trade enabled by colonialism,
a knock-on effect of which is the continuing
mass movement of displaced people. A print
of The Tower of Babel by Pieter Bruegel the
Elder, accompanied by an assemblage of miniature pallets neatly stacked on a wooden plinth,
offers more fractured imagery. Babel refers to an
attempt on heaven that was thwarted when God
rendered humans incomprehensible to each
other. They, we, were then scattered to the four
corners of the earth. Centred between these two
small pieces, dwarfing them, is an exquisitely
captured close-up of a pound coin, upon which
is stamped a blue euro sign, which seems to dangle from, or pierce, the queen’s ear.
Aside from Mortell’s professional process
and his sharp eye, ‘Protectorate’ shows how photography can contribute to the democratisation
of the arts by hinting at multiple narratives and
allowing for creative interpretations. Untitled,
a large close-up of a spoon, closes the show. It
could be read as a paean to the painterly possibilities of the photograph. It recalls Avigdor
Arikha’s painting, Sam’s Spoon (1990) – a tribute
to Beckett. The text in the lower margin “…go
to the chippy…” disrupts the thought. This is a
working-class spoon. And a key. Look into its
distorted surface and see what you will see.
Clare Scott is an artist and writer based in
the South East of Ireland.
clarescott.ie

me that time is running away. However, over
the last few months, our experience of time has
altered – the days felt swollen, weeks were bloated, yet months slipped past. Stripped of schedule
or routine, our normal methods of timekeeping
felt arbitrary and useless.
Ben Rivers’s film, Ghost Strata, currently
showing at VISUAL Carlow until 18 October,
was my first excursion to see art after lockdown.
The title of the work is borrowed from his 2009
filmed conversation with geologist Professor Jan
Zalasiewicz, who talks about the anthropological
traces on geology, made in recent centuries. Discussing the ‘manhandling’ of the earth, he gives
the example of the Park Tunnel in Nottingham,
built in 1855. This passage tunnel is carved out
of the city’s soft sandstone, exposing sedimentary layers of ‘solidified time’. ‘Ghost Strata’ is the
term used to describe the scooped bedrock – the
imagined and theoretical layers that no longer
exist, due to this human intervention of a vehicular route for horse-drawn carriages. The term
is contradictory, denoting a lasting ephemerality, an absent presence and an invisible impact.
The mystery conveyed in the film’s title also
comments on Rivers’s dedication to 16mm film;
images are only made visible through photographic processing – the unknown is eventually
revealed.
In the words of John Ruskin, “We did not
travel for adventures, nor for company, but to see
with our eyes…”1 Ghost Strata is a travelogue, a
visual journey of captured snippets and scenes,
which chronicle the artist’s travels to Krabi in
Thailand, Nottingham in the UK, the island of
Syros in Greece and São Paulo in Brazil. During
a time when travel is restricted and we are limited to the corners of this island, it is a joy to
indulge in glimpses of the unfamiliar and exotic.
Footage of darting birds in the moving mist, as
well as close-ups of curling bamboo husks, offer
overt moments of a homo sapiens gaze on the
world. The overlaid narration for these scenes
includes statements such as: “Observe as much
as you can” and “What does it mean?” This voiceover echoes an innate human desire to consume
and interpret; to continue referencing Ruskin, it

reinforces the idea that nature can be reduced
to a constant supply of imagery and inspiration.
The film is structured using the monthly formatting of a diary. The months vary in shots,
shifting from the personal and intimate, to the
distant and immense. One scene features an eyelid of blue sky from the Cave of Pherecydes in
Syros – named after the author of a significant
cosmogony in the Pre-Socratic era. This scene is
accompanied by the reading of a giggling girl,
who struggles through the Greek pronunciation of ancient philosophers and place names.
Elsewhere, black and white footage depicts an
avid mudlark, as he flaunts the artefacts he has
scavenged from the banks of the River Thames.
These in-between months are flanked by tarot
card readings, the last session being ominously
foretelling. However, we are comforted by the
psychic’s statement: “You cannot predict your
future…”
The measured pace of the monthly countdown is complicated by a fluctuating sense of
time: tokens and references of the ancient and
historical present themselves in the now; whilst
other moments serve to highlight the futility
in trying to prognosticate the future. There is
an undulating rhythm to Ghost Strata, with the
strategic composition traversing temporarily,
not only through film, but also through text and
sound. It calls to mind Alfred North Whitehead’s philosophy, Process and Reality, which
asserts that time is concrescent with human
experience – that everything together undergoes the creation of time – challenging perceptions that time is linear and detached, with the
hypothesis that it is perpetual and relational. In
this changed COVID-19 world, Ghost Strata
has taken on new meanings and resonates differently, in terms of human presence and impact, as
well as our ongoing attempts to structure time.
Rachel Botha is the Emerging Curator in
Residence at Kilkenny Arts Oﬃce and a
co-director at Catalyst Arts, Belfast.
Notes
1
Quoted from John Ruskin’s autobiography, Praeterita,
1885-1889 (Oxford University Press, 1979) in Rosalind
E. Krauss, The Optical Unconscious (MIT Press, 1996), p6.

Ben Rivers, Ghost Strata, 2019, 45 minutes, B&W/colour, stereo, 4:3, original format: 16mm film; courtesy of the artist
and LUX, London
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‘In Transit’
Crawford Art Gallery, Cork
6 March – 20 September 2020
CURATED BY PEGGY Sue Amison, ‘In Transit’
delicately weaves together photography and
moving image works which hold and honour
profound stories of human migration, collectively representing lived realities across various
regions.
The people featuring in Daniel Garcia’s
series, Foreigner, are African and mostly men.
The work comprises photography, video and
audio, which in some cases involves collaborative processes. Each piece is accompanied by a
text, which deepens the context and causes the
viewer to pause and reflect. In the audio work,
Only Way, we listen to Ousman Kanteh’s partial
story of his difficult journey across the Mediterranean Sea. This first-hand account emphasises the emotional trauma that so many have
experienced while making their way to Europe.
Garcia’s delicate images are highly composed
and centre on the figure. The figure’s surrounds
are minimal, with the greatest attention given to
foreground, thus emphasising engagement with
narrative content. Garcia’s compositions are
comparable to western religious images, in that
they hold the viewer in a reverent fashion.
Similarly, George Awde works collaboratively, in this instance with the Syrian boys and
young men featuring in his presented photographs. Silver gelatin prints – created from
WhatsApp images that his collaborators have
sent him – depict important personal and everyday imagery. His series, Scale without Measure,
also features large format and Polaroid photographs. True to its title, it is impossible to gauge
the real experiences of the people whom the
project centres upon. Dates, places and figures
are gilded without grounding. Boys become men
in worlds which are being built while others are
falling apart. Both Garcia and Awde’s work is
imbued with a classical sense of the hero’s journey; however, the works also attend to the stark
realities and further trauma faced by people who
are simply trying to get on with their lives, in
places that do not always offer the necessary
opportunities and support.
The exhibition holds the viewer in minute
reflections on the ‘neither here nor there’. Personal dilemmas go wayward and a vast landscape
unfolds, at first unfamiliar and then recognisably
indented with the most terribly human needs,
wants and wishes. In Tanya Habjouqa’s documentary work, Tomorrow There will be Apricots,

we see life and the prospect of it changing as
opaque. The women’s inability to move on from
past and present trauma and current involuntary
confinement is metaphorised through the use of
translucent fabric, drawn curtains, covered hair
and closed eyes, indicating a shielded or veiled
existence. Individual narratives are also emphasised through accompanying texts. Durational
stories of Syrian women in Jordan reflect a deep,
soft and feminine sadness, which in some cases
is also accompanied by frustration. Some photographs worryingly emanate a sense of acceptance, like Um Ahmed and her Daughter, in which
a mother shields her daughter’s eyes as a remedy
to their current situation.
Stephanie Zofia Schulz also distils and
expands the monotonous stagnation of everyday
life, with her series, Duldung/Toleration, focusing
on children and young adults living in the German equivalent of Direct Provision. Born into a
housing estate for migrants herself, the artist is
innately aware of the situational challenges she
is documenting, particularly in her portraits of
young woman, such as Lina and Sania.
Gohar Dashti’s photographic series, Stateless,
presents figures in the sparse landscape of the
Iranian island of Qeshm in the Persian Gulf.
These scenes question the psychological space
of ‘home’ for those experiencing migration amid
unfathomable circumstances. The photographs
are large, theatrical and surreal, with the featured people and objects seeming out of context in these expansive compositions. The figure
is presented as the most fragile and vulnerable
element of this work, which is more fictional in
nature but also echoes narratives on journey.
Leaving the gallery is difficult. The exhibition holds you as much as it holds the people
featured in it, demonstrating the effectiveness
of photography in documenting a multitude
of stories. The exhibition does not concentrate
on any particular region or demographic, and
so provides a very hard-hitting reminder of the
scale of the problems faced by millions of people
across the globe. If visiting this show, you will
need adequate time to read, take in and engage
with the expansive and moving material that ‘In
Transit’ delivers.
Róisín Foley is a freelance curator and
writer and former director of Doswell
Gallery, West Cork.

‘In Transit’, installation view, Crawford Art Gallery; photograph by Jed Niezgoda, courtesy of the artist and Crawford
Art Gallery

George Awde, from the series Scale Without Measure; courtesy of the artist and Crawford Art Gallery

‘In Transit’, installation view, Crawford Art Gallery; photograph by Jed Niezgoda, courtesy of the artist and Crawford
Art Gallery

‘In Transit’, installation view, Crawford Art Gallery; photograph by Jed Niezgoda, courtesy of the artist and Crawford
Art Gallery
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Margaret Corcoran ‘A Further Enquiry, Love & Independence’
Highlanes Gallery, Drogheda
25 July 2019 – 29 August 2020

Margaret Corcoran, The Courtship, 2017, oil and acrylic on canvas, 190 × 240 cm; photograph by Ros Kavanagh,
courtesy of the artist and Highlanes Gallery

I WALKED INTO the Highlanes Gallery to experience Margaret Corcoran’s solo exhibition, ‘A
Further Enquiry, Love & Independence’, with
a certain excitement, as it was the first gallery I
had entered since the imposition of COVID-19
public health restrictions. It felt uncanny to be in
cultural space after months of restricted movement. It was not just the physical indicators of
difference – the yellow and black public health
signage, one-way system, plexiglass barriers, the
presence of hand sanitiser, and a mask over my
face – that contributed to the defamiliarisation
of this otherwise routine experience. I also found
myself lingering at each painting longer than
usual, with a desire to reach out and touch the
work; to trace the lingering gestures of someone
else’s presence in the paint, during a time when
physical contact was heavily restricted. I stood
close up to these works, in an attempt to reconnect with the act of viewing art in the gallery
context. Despite some sensations of familiarity,
the experience is irrevocably different.
What is striking about the show is the
amount of new works on display, with many
completed since March 2020. The newer works
are watercolours, mostly conveying scenes from
Bhutan and Rwanda. The inclusion of these new
paintings provides a glimpse into time spent in
lockdown. Instead of painting scenes from her
locality, Corcoran recreated images from foreign countries she has never visited. The Bhutan
paintings were based on an issue of National Geographic from the 1970s, while those
of Rwanda were informed by a friend’s photographs. Corcoran’s distinctive painting technique draws attention to the material qualities
of the medium; yet her compositions evoke the
visual language of photography. Working with
photographs as source material makes painting a
process of translation, whereby certain qualities
of the photographic image are transposed, creating a dialogue between the two forms of image
production. Repetition of imagery is present in
various paintings, suggestive of the photographic process. But unlike analogue and digital photography, with the capacity for reproducibility,
Corcoran’s paintings behave as diffractions, with
the similarity of images pointing to their inherent differences. For example, Rwandan Friends
(2016) is a largescale, unframed oil painting,
depicting two young men relaxing underneath
a small grove of trees. The painting style sits

between the gestural and representational, as
recognisable figures are obscured with smudges and drips of paint. This scene is presented
in two other works in the show, Isaac and the
Farmer – Rwanda (2017) and Football Jersey –
Rwanda II (May 2020). The former is produced
with minimal lines, as marks are conservatively
placed along the paper. The latter, created during
COVID-19 lockdown, focuses on the figure
of the man on the right, wearing a red football
jersey. In contrast to the other versions, where
emphasis is placed on the landscape, his body
fills up most of the image frame – a striking distinction at a time when physical human contact
has been limited.
The influence of photography can be also be
detected through the composition of paintings,
especially The Enquiry Series, where attention is
placed on a teenage girl – Corcoran’s daughters
– looking at artworks in the National Gallery
of Ireland. These paintings are composed like
snapshots, conveying the girl’s behaviours as she
moves through the galleries. A Framed Viewing
– The Earl as Subject – Observing Charles Coote
by Joshua Reynolds (2019) presents Corcoran’s
younger daughter looking up at Reynolds’s
painting of the First Earl of Bellamont, next
to an ornate mirror reflecting two figures. The
scene evokes Las Meninas by Diego Velázquez,
which has been the subject of art historical and
philosophical analysis in the structuring of the
gaze. However, unlike Veláquez’s work, where
the unity of composition comes through the
tracing of sight-lines, in Corcoran’s painting
there is a disconnect between the gaze of Earl
Coote, the gaze of the girl observing the painting, and those of the figures reflected in the mirror. The unifying gaze of A Framed Viewing is
the maternal gaze of the artist. Thus, Corocoran’s series encompasses a multifaceted study of
the gaze, involving subjects historically excluded
from positions of authority in art and philosophy: the mother and her daughter. Corcoran’s
gaze as a painter collapses with her maternal
gaze through this series, as she presents the roles
of mother and artist simultaneously as attuned
creator.
EL Putnam is an artist-philosopher living in
Westmeath. She lectures in Digital Media
at National University of Ireland Galway.
elputnam.com

Gemma Browne ‘Queen of the Dusk’
Kevin Kavanagh Gallery, Dublin
9 July – 1 August 2020
GEMMA BROWNE’S EXHIBITION, ‘Queen of
the Dusk’, comprises 16 small canvasses filled to
the brim with frenetic, loudly colourful expressionist painting. Their diminutive size is emphasised by the cool white expanse of the Kevin
Kavanagh Gallery. The show consists of a series
of staged portraits of women and girls in domestic environments that appear to be set in the early Victorian period. Ornamental decorative arts
and fashion from this era provide a rich source
of flourishing motifs that Browne maximises in
her crowded paintings. Florid baroque patterns
are loosely applied to curtains, dresses, wallpaper, furniture and the miniaturised architecture
of dollhouses. Every inch of canvas is busy with
hastily daubed lines, criss-crosses, diamonds and
swirls. Browne’s instinct to obsessively cram the
picture plane compresses their narrative content
in an unsettling way.
Throughout her career, Browne has explored
the impossible standards of beauty imposed on
women. In previous work she appropriated the
classic magazine head cover image with painted images of doll-like women with exaggerated
eyes, cheek bones and petite noses. Her reflex to
squash the head into a tiny panel with little or no
background margin is continued and expanded
in ‘Queen of the Dusk’, resulting in an uneasy
sense of confinement. The difference with this
work is that the complexity of the images makes
each panel appear like a tiny window into a
chaotic interior, inhabited by her female subjects. Browne has introduced the location and
paraphernalia of women’s lives – the home and
bedroom, mirrors, clothes, possessions, style – as
evidence of conformity. Embedded in the luminous colour and luscious paint of these scenes
are multiple enforced boundaries of consciousness and physicality.
Feeling Lovely Today features the reflection
of a young woman (or child?) in an oval mirror
placed in front of a window. In the tiny margin
a set of open curtains frame a view onto greenery. The subject is trussed into an elaborate dress
and wears a floral hat that is casting a purplish
shadow over her face. Although Browne’s handling of the paint and colour palette is soft and
very comforting, the dominant mood is one of
longing and separation. Browne has previously
painted with an edgy and sometimes deliberately careless approach to the craft, but in this she
achieves a satisfying balance between those tendencies and a more seductive approach.
A Mysterious Dress and One of my Many Acts
are two works where the subject’s face is respectively absent or cut out of a mirrored reflection.
In both images a baroque framed mirror tightly
fills the canvas. In A Mysterious Dress the garment takes on a life of its own and seeks its
reflection in the absence of the subject wearing
it; while in One of my Many Acts, the subject’s
reflection is seen only from the neck down. This
playful concealment seems to pass the time for
the subject within the mirror, perhaps to the
irritation of the viewer, while also seeking relief
from being a constant object of desire.
In two other paintings, this spirited disruption vanishes. Meeting the World and She Reigns
Supreme have the appearance of formal drawing
room portraits. Their features are distilled to
emulate the porcelain doll look of the era, modelling the kind of uniformity that ran through
Browne’s earlier magazine cover paintings. In
this enclosed world they become part of the
chattels that surround them, while their elaborate hair, clothes and makeup follow a strict

regime that allows for little individual identity.
As if to emphasise the sense of imprisonment
in these paintings, the title of another portrait,
Unbreakable, signals a subtle key-change to
strength and warmth, reflected in the subject’s
compassionate expression. Additionally, Browne
tames her instinct to sabotage good painting by
rendering the work with gentle refinement. In
contrast to the sadness of Feeling Lovely Today,
the woman depicted in Unbreakable stares out of
the painting with resolute agency.
Several paintings feature dollhouses or lifesize female figures that resemble actual dolls.
This infantilisation of femininity in western
society is a well-known phenomenon of disempowerment. Browne’s practice has relentlessly
tried to disrupt and corrupt the legitimacy of
western culture’s blasé acceptance of this. These
frantic paintings – some sketchy and bare in
sections, others seductive and temperate – seem
like a cathartic expression of continuing outrage
that does have legitimacy. Browne’s tendency to
casually disregard tastefulness is pitched against
her demonstrable facility for very fine painting,
which makes her work all the more compelling.
Carissa Farrell is a writer and curator
based in Dublin.

Gemma Browne, Lady Head Turns Her Back, 2020;
courtesy of the artist and Kevin Kavanagh Gallery

Gemma Browne, Feeling Lovely Today, 2019; courtesy of
the artist and Kevin Kavanagh Gallery
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Book Review

Janet Mullarney

Catherine Marshall and Mary Ryder (Eds.)
Irish Academic Press, 224 pp

THE UNTIMELY DEATH of a brilliant artist
feels like a shock to the system. A lifetime of
work is swiftly brought into sharp focus, akin to
a camera lens settling on a once moving, now
static subject. Through this process of crystallisation, we observe their entire career as a consecrated whole, as if seeing it undisturbed for the
very first time. Out of this retrospective survey
emerges a legacy, fully formed and luminous.
Published in June 2019, the catalogue raisonné of the work of Irish artist, Janet Mullarney,
provided some archival comfort in this regard,
following the sad news of the artist’s passing on
3 April 2020. Often assembled posthumously at
great effort and expense, the catalogue raisonné
is a comprehensive and annotated record of an
artist’s practice, aimed at providing a compendium of all known works for future scholars. However, rather than an independent academic study,
this meticulously composed monograph – which
catalogues Janet’s work from childhood to 2019
– feels more like an intimate collaboration,
with the artist’s words resonating throughout,
alongside those of her respected colleagues and
closest friends. In this way, the book achieves a
rare blend of archival rigour, critical contextualisation and personal reflection on the artist’s life
and work.
The editorial preamble refers to the fact that
Janet lived between Ireland and Italy for over 50
years, likening this “geographic bifurcation” to a
kind of Joycean position of exile, from which the
homeland could be observed “with the clarity of
distance”. Such marginality, the editors suggest,
also strongly permeated her work across different art forms, evident in her pursuit of “the figurative, when the world craved abstraction”; in her
competency as a carver, “when those skills were
decried by the avant-garde”; and in her lifelong
creation of artworks that were “architectural and
object-based” at a time when “sculpture seemed
to be moving towards video and photography”.
The editors assert that Janet’s extensive travels
taught her about “art and life in equal measure”,
with her work ultimately being driven by a
“search for psychic freedom and balance.”
A near comprehensive archive of over 400
works is catalogued in this book, alongside studio documentation and installation shots from
pivotal exhibitions in Irish and international
venues, including The Model in Sligo, The Irish
Museum of Modern Art in Dublin and Casa
Masaccio in Tuscany, Italy. Janet’s solo show,
‘The Perfect Family’ at The Model in 1998, was
instrumental for me as an art student; I remember it vividly and with great affection. Perhaps
most immediately jolting was her use of saturated colour – those bright vermilion, azure
and saffron pigments so intoxicatingly at odds
with the muted Irish colour palettes of the era.
Unconfined to plinths or walls, her sculptures
seemed to wildly occupy every corner of the
gallery, dangling like acrobats from ceilings, or
nestling in mattresses upon the floor. The seemingly anachronistic art historical practices that
we had been studying in books – such as sculptural assemblage, bricolage and Arte Povera of
the 1960s – were emboldened and brought to
life for us in that dazzling show. The theatrical staging of hand-crafted figures with found
objects and repurposed furniture – such as pock-

marked wooden benches, well-worn mattresses
and rusting metal bedframes, with institutional
implications – served to emphasise human vulnerabilities. For me, the show conjured paradoxes of the soul; it felt simultaneously fanciful
and serious, ancient and modern, demonic and
saintly, unique but strangely universal. Her talk
as visiting lecturer in Sligo IT that same year
proved equally stimulating and generous. In her
presence, the bohemian life of an artist seemed
so effortlessly exotic.
Without doubt, the defining feature of Janet’s work is the cast of renegade figurines that
she so tenderly coaxed into form. Harlequins,
acrobats, dancers and winged creatures can be
encountered pirouetting, leaping and soaring
through space. Static moments are imbued
in the many figures found sweetly sleeping in
custom-made beds, or engaged in some form
of devotional practice, such as meditation or
prayer. Many figurines have brightly painted
hands, worn like coloured gloves; others wear
elaborate headpieces, as if signalling some kind
of existential burden. A number of early works
echo a modernist tradition, with refined forms
and polished veneers; however, Janet’s sculptures
more commonly had a deliberately crude finish,
as if channelling the prehistoric artefacts carved
by our ancestors in stone, wood and bone. A
timeless desire to reach into the ancient past is
underscored in the small wooden figurine, Untitled (Me in 3000BC) (1983).
As pointed out by Declan McGonagle in his
catalogue essay, through Janet’s work, we can
view humans as part of an inclusive longer story, and it is this “reservoir of meaning” that she
drew on to make work. We find a reliquary of
cultural references – from Hindu and Celtic deities, Christian iconology and African tribal art,
to medieval mythology, Mexican folk art and the
carnivalesque – often channelled through the
symbolic creation of animal forms, most prominently, dogs, birds, donkeys and bulls. These
creatures helped the artist to cultivate a rich and
unique vocabulary, in which interior discoveries,
transformations and emotions conversed with
societal behaviours and codes. McGonagle also
comments on the “space between” inhabited by
these creatures, generating tension between “the
tamed and untamed”, the domestic and the wild,
the pious and the profane – between ‘dog’ and
‘wolf ’. As described in another text by friend
and fellow artist, Alice Maher, Janet assembled
a “human/animal/bestiary/tribe that is truly hers
and hers alone”.
A master sculptor with seemingly inexhaustible knowledge of materiality, craft and form,
Janet was also an exquisite painter and drawer,
as demonstrated in the vast array of 2D works
vibrantly reproduced in this book. A particularly
striking series of painted works on paper from
1996 – including In a Corner, Cigarette Abstinence and It was Transparent Too – call to mind
the erotic expressionism of contemporaneous
female artists like Marlene Dumas.
The opening and closing lines of the book are
rightfully reserved for Janet. Her artist’s note is
among the most meaningful I’ve encountered on
the cultivation of simplicity in art and in life. She
describes travel as giving her a “curious insight
into different ways of doing things; of mending

Janet Mullarney by Catherine Marshall & Mary Ryder (Eds), publsihed by Irish Academic Press

the un-mendable, of intuitive thinking, cutting
corners with acute intelligence, of getting by
with admirable inventiveness, of superb craftmanship and ancient tradition and celebration.”
There are few things more magical than hearing an artist discuss what their materials mean
to them. For the following statement alone, this
book is a gift to young artists across the world:
“I love sculpture. I love the air it needs
around it, the space it takes up, the inherent sensuality. I love the dreaming up of
where and how it will breathe that air,
the theatrics of installing. I love wood for
its human warmth and the figure for its
closeness to me. I also love wax for its sadness, paper and cardboard for what they
are, clay for its malleability and fragility,
sponge for its ridiculousness and papier-mâché for its poverty. Colour, drawing,
paint, textures, masks – animal and not,
painted and otherwise, help me find an
answer in the search for my own truth,
anonymity and the universal.”
It is difficult to imagine a history of Irish sculpture without Janet Mullarney’s unique and rebellious contribution. Indeed, when commissioning
articles for VAN’s sculpture-themed 100th issue
(March/April 2020), a feature on Janet’s work

was one of my main priorities. The published
conversation between Janet and Belfast-based
artist, John Rainey, is an absolute delight, rendered all the more poignant as we learned of
her death a few weeks later.1 In this interview,
she referred to Degas’ Little Dancer (1880-1)
as “extraordinary, like something that had been
born thousands of years ago and would go on
forever.” Clearly, Janet recognised the importance of this catalogue raisonné in helping to
consolidate and celebrate her important legacy
long into the future. Such foresight and retrospection reverberate in her closing remarks on
the last page, in which she tenderly asserts: “this
publication has confirmed the sense of my life
and I am proud of it.”
Joanne Laws is Features Editor of The
Visual Artists’ News Sheet.
Janet Mullarney by Catherine Marshall &
Mary Ryder (Eds.) is available from Irish
Academic Press.
irishacademicpress.ie

Notes
1
‘Staging Space: A Conversation Between John Rainey
and Janet Mullarney’ is archived on The Visual Artists’
News Sheet website: visualartistsireland.com
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Taking Flight
HELEN O’DONOGHUE INTERVIEWS BERNIE MASTERSON, WINNER OF THE
HIGHLANE GALLERY’S INAUGURAL JANET MULLARNEY AWARD 2020.
Helen O’Donoghue: Bernie, you said that the film, Flight
(2020), came together very quickly for you. What was the
genesis of the idea?
Bernie Masterson: I had worked in collaboration with the
poet, Máighréad Medbh, on my short film, Bold Writing, in
2016. When I came across her prose-poem, Microcosm – from
her book of internal dialogues, called Savage Solitude: Reflections of a Reluctant Loner (2014) – I asked her if I could record
her reading it. I had this recording here in my studio and was
ruminating on it, when I read about the Highlanes Gallery’s
call-out to artists for the Janet Mullarney Award. It just felt
so right and timely to use it as the starting point for Flight.
Máighréad was happy for me to use her poem, so I embarked
on this project while in COVID-19 lockdown. I wanted to
express what the experience of the restrictions was like for us
all, by juxtaposing this with the themes in the poem. In her
narrative, she speaks as three personas: ‘One’ is the instinctual
emotional self; ‘The Other’ is an aggregate of society-at-large;
and ‘I’ is the conscious, reasoning self. Together they constitute a single consciousness.
HO’D: Can you tell me about the metaphor of the bird?
BM: Flight is embedded in the current situation of necessary solitude, working with ideas of movement, the ultimate
being flight – a concept that has always fascinated humans.
I explore this theme, weaving in the Greek myth of Icarus. I
was also strongly influenced by Janet’s video work, Cortociruito (2005), which featured men imitating birdsong. The film
shows a group of men and the camera pans from one man to
the next as they each perform a specific ‘bird call’ into the air.
They are arranged in a circle like a male choir and as one man
ends his ‘verse’ another takes it up. It is very lyrical, poignant
and peppered with Janet’s rather wry humour.
HO’D: You chose to depict a young male – did you consider
focussing on a female figure?
BM: No, I wanted a young man; a pre-pubescent on the
cusp of manhood. I worked with Ronan, my neighbour’s son.
He liked the poem and engaged with it from the start, and
completely understood what I was looking for from him. I
worked with him and his parents initially. We rehearsed it

by reading through the poem and working off a storyboard
that I had prepared. I made the movements and he mirrored
them back to me. I filmed it all in one shoot, outdoors in
the dark just after sunset. It is artificially lit in the laneway,
using a green screen as a backdrop. We talked only minimally between shots; he peered into the dark abyss (the lights
blinded him), hearing my voice directing him from one transition to the next. Ronan came to this very naturally, with an
open curiosity, as he is not trained as an actor or performer.
He liked the concept of the boy who desired to be a bird.
He had recently experienced the loss of his grandparents, so
understood that I wanted to explore grief.
HO’D: Tell me about how you approached the filming?
BM: I approached it as a painter, making reference to masters
like Rubens, Vermeer and Caravaggio, but subverting this by
placing a boy into the female role. Brueghel’s Landscape with
the Fall of Icarus, Matisse’s cut-outs on the same theme, and
Rembrandt’s self-portraits were other important influences,
while more contemporary references included David Lynch’s
soundscapes and, of course, Derek Jarman. I filmed with minimal camera movement, as I didn’t want to distract from the
stillness. I wanted to capture the vulnerability by focussing
on his naked chest. He was feeling cold in the evening air, so
his skin appears raw – translucent, with only a thin layer of
skin protecting him from the external danger, thinking of our
collective vulnerability with COVID-19 attacking the respiratory system. His push-back gestures are to signify the line
in Máighréad’s poem, which talks about the loner’s obsession
with the body; he is protecting himself rather than breaking
through something. His questioning gaze casts us in the role
of the perpetrator, as well as spectator.
HO’D: How did you approach the soundtrack for the film?
BM: The narrative for the film was led by Máighréad’s poem,
with the visual and audio being an embodiment of its dramatic inner dialogue. This was felt by me, as an artist in lockdown, and further amplified during this period of uncertainty, in which many of us have been questioning the nature of
our existence. Sound is just as important to me as the visual
aspect. I worked with one of Ireland’s leading classical gui-

Bernie Masterson, Flight, 2020, colour, sound, 3 min; video still courtesy of the artist

tarists, Eoin Flood, who teaches music in Wheatfield Prison.
This was the first time that Eoin had worked closely with a
filmmaker to create a soundtrack. I initially asked him if he
wished to interpret the visuals, but he opted to be directed by
me, experimenting on a sound texture together. I directed the
emotional resonance of the film by suggesting certain types
of textures such as ‘a rhythm of wings flapping’ or ‘threatening sounds’ (for the section where the boy is pushing back)
or ‘a one-pitch note’. There is the voiceover of the narrator,
overlaid with multifaceted sounds including a hawk, panting
breath and musical instruments played by Eoin. The reference
to birdsong has two origins – Janet’s Cortociruito and my own
experience of sitting in the garden listening to pure uninterrupted birdsong. Finally, I sent him a rough cut of the visuals and he cut the soundscape to this. The audio was tightly
managed, as time was of the essence, and we turned it around
fairly quickly!
HO’D: Incarceration is an ongoing theme in your film work,
and I see Flight as a continuum of this. Were you aware of
this when making this film?
BM: It is interesting that you see this, as I did not consciously
think of it when making this film; but on reflection, it is not
surprising… Flight is also a contemporary perspective on the
story of Icarus in Greek mythology.
HO’D: Can you talk about grief ?
BM: During the lockdown, my experience was of a very surreal existence. There was the daily reminder just before the
Six O’Clock News – the naming of the dead. I was struck
by the loss of loved ones who were dying alone; the absence
of rituals to comfort bereaved relatives and friends, and the
fact that Janet, too, died during this period of isolation. There
was a grief overload across the world. Flight is the story of a
boy who metamorphoses into a bird, embodying the thin line
between life and death and capturing the fragility of this time.
Bernie Masterson is a visual artist based in Dublin.
Helen O’Donoghue is Senior Curator, Head
of Engagement & Learning, at IMMA.

Bernie Masterson, Flight, 2020, colour, sound, 3 min; video still courtesy of the artist
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Enda Bowe, Love’s Fire Song; photograph courtesy of the artist

Love’s Fire Song
CHRISTOPHER STEENSON INTERVIEWS ENDA BOWE
ABOUT HIS MOST RECENT BODY OF WORK.

Christopher Steenson: Your latest exhibition, called ‘Love’s Fire Song’, is
currently showing at the Gallery of Photography in Dublin. This project
focuses on young people living in both Unionist and Nationalist communities in Belfast. What drew you to working in Northern Ireland?
Enda Bowe: When I was studying in my 20s, during the late-‘80s and early-‘90s, I was really interested in making up my own mind about what was
going on in Northern Ireland. It was such a mess at the time. All we saw
in the south of Ireland was lots of bad news stories. We were haunted by
those stories but also completely separated from them. You couldn’t really
experience what people were going through, nor understand it. I wanted
to go, not really to photograph anything, but to just try and make up my
own mind about what was going on.
I got in touch with a photographer in Lurgan, called Tony Corey, who
went to the same college as me in Blackpool and asked if I could visit
him. I ended up staying with him and his family for a couple of days and
he showed me around. I experienced being stopped at a car checkpoint
by soldiers and being told not to speak because of my Irish accent. We
also went to the different estates and it was the first time I saw kerbs
painted with red, white and blue – or green, white and gold, depending
on where you were. Unfortunately, I didn’t have the insight at the time to
see these territorial colours as interesting images. Also, Tony kept saying
to me, “Enda never take your camera out”. It was only years later that I
saw Paul Graham’s photographs from that time, which documented those
kinds of things. One evening, we went to a Catholic nightclub, which was
the most bizarre thing.
The next day shaped a lot of things for me. We went to a Nationalist
estate and I noticed the young children were wearing green tracksuits,
while in the Unionist estates, all the kids were wearing red tracksuits. That
was my answer. From a very early age, our minds have been made up for
us, in terms of identity. I didn’t realise it then, but that trip has filtered
into everything I’ve done since. In my photography, I tend to pick unre-
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markable areas that are a bit grey and try to find the colour
and brightness in them. The red and the green in Lurgan has
evolved into cherry blossom, like in my ‘Clapton Blossom’
project, where the colour represents the vibrance of the community. Leading up to ‘Love’s Fire Song’, I wanted to focus
on the colour of youth culture – the vibrance and possibilities
– either side of the peace wall, rather than on the politics.
Even though the border between the North and South had
become nearly invisible, there are people in Belfast who were
still living on either side of the peace walls. I wanted to hone
in on the subtleties, passing through the politics and looking
at the kids there without judgement.
CS: Growing up in Northern Ireland, I know that communities in Belfast can be extremely wary of outsiders. They have
a heightened awareness of how they can be negatively portrayed by the media. Can you discuss how you foster trust
with the people involved in your projects?
EB: When I made my first visit to Belfast, I didn’t know anybody there. I was just walking around. It didn’t go particularly
well. I went through one estate and had stones pelted at me.
It’s just what the kids do, if they think you’re not from there
– it’s inherited belief. I did take some pictures but they ended up getting destroyed by the airport x-ray machine when
I was flying back to London. After that first visit, I realised
that I really needed an ‘in’, so I contacted a producer I knew,
called Louise Liddy, who introduced me to someone called
Paul Shaw, who worked in a flag shop on the Shankill Road.
I explained to Paul that I wanted to do a project on youth
culture in the Shankill and Falls about their overlapping lives.
He wasn’t sure about me at first, but eventually agreed to
bring me around a few estates. He introduced me to a few
people who sort of looked over each estate, telling them to
look after me.
After that, I knew I had to just go for it. I went to the
Shankill estate on my own and walked up to a group of kids
sitting around a fire and said “alright lads, how’s it going”.
Luckily, there were a few really decent lads there and they
sided with me straight away. They had just graffitied “Free the
Shankill Six” on the wall, because six lads had been arrested
for robbing pallets for the bonfires. But by the end of the
night, my name was graffitied on the wall too! So that was the
beginning of the journey. For the next couple of weeks, I was
hanging around those places, but I didn’t take any pictures. It
was just about slowly getting to know people. Spending all
night at the fire is a commitment, and I sometimes wondered
why I was doing it. But every time I came to the end of a
trip, I realise why. Because you enter worlds, which you never would have entered; you become friends with people you
were told you might not be friends with. You have these experiences and hopefully you create something along the way.
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CS: The photographs have a very vibrant orangey-gold sort
of colour to them. Were they taken during the golden hour?
EB: Yeah, I’d mapped out exactly where I wanted the sun
to be. I wanted a low-ish type of light, so I’d get modelling
and form going on from left to right. And obviously for the
night-time stuff, if it wasn’t a hot night, it was miserable. A lot
of my favourite photography is American photography and
I’ve studied it well. What I like about American photography, especially in the south for example is that everyone looks
really still. But, of course, you realise they’re just so hot! They
are happy to stay there and be photographed. Whereas we’re
all tensed up when it’s wet and cold, so it was really important
for me to have warm weather. When people are relaxed, you
get down to a more open self. The estates in Shankill and
Falls on rainy days are not very positive at all, so I consciously
wanted my photographs to be shot in bright light. There were
several days when I couldn’t photograph anything because it
was rainy or grey, which wasn’t right for the project.
CS: The summer is also a very active period in Northern
Ireland, in terms of important events that happen in the
different communities. Does the work cover the different
bonfires?
EB: Yes, it does. The two main bonfire nights being 12 July
and 8 August. But I wasn’t overly interested in those dates.
I was shooting a couple of weeks beforehand, because that’s
when all the activity happens. I was interested in people being
together. These kids are from such poor areas and there’s
nothing for them to do – no skateboard parks or anything.
This is the highlight of their year. They’re most excited about
making the structures, collecting pallets and all the mischief.
It’s also about manhood. You have the four-year-olds dragging rubbish and passing it to the teenagers, who are climbing up the piles. And then you have the early 20-year olds on
the top. If you fall off, you’re dead. Older men are looking up
and shouting advice, but everyone is getting approval from
one another. So, I photographed in the period leading up to
the bonfires. The big nights weren’t my priority at all.
CS: These photographs are quite candid, in how they’re shot
and composed. I was wondering whether they are staged in
any way, or if you take them on the fly, while everybody is
busy?
EB: I usually have a certain type of concentrated image or
picture in mind that I want to create. It’s not about grabbing photographs – I want to create a pause in time. So, I’ll
be patiently waiting, often for days, before I take a picture.
There’s often a certain person I’m looking at and have in
mind. During my teenage years, I was shooting 35mm, then
for all of my 20s, I was shooting 5×4 large format. Now, even
though I predominantly use medium format and handheld, I

take that training to everything I do. Shooting large format
is very similar to how a painter would work, in compositional
terms. You have to decide what the picture is going to be
before you take it out of the bag. It’s too cumbersome to use
any other way. So I ask the person and bring them to the spot
I have in mind at the right time; I mould it very quickly to get
the subject into that place of quietness and stillness. So, it’s
kind of a mixture of reality, because I’m not bringing models
to a set. I’m going to places and waiting for things to surface.
It’s not just a document – it’s about the atmosphere, space and
feelings. I want the photographs to fit together as a sequence,
like stills in a film.
CS: When do you know it’s time to finish a project like this?
EB: That’s a really good question and a hard one to answer.
The last trip I made to Belfast during the summer of 2018
was such a positive experience. My dad, Thomas Bowe, had
died six months earlier without much notice and through
his passing, I asked myself: “What are we all scared of and
why do we put so many blocks in our lives, when we just
have to say yes?” I think my dad’s energy was with me when
I returned to Belfast and I was a lot more open than usual.
And when the possibility came up for me to climb one of
the bonfires, I knew I had to do it. The bonfire structure was
huge – 25 or 30 metres high. There we were, up on the top,
me and the three other lads. We were just looking at the sky
and the view over Belfast, and I thought “I don’t know if this
can get better”.
It was on top of that bonfire that I photographed Neil Ballantine. That photograph got runner up in the Taylor Wessing
Portrait Prize in 2019. That one image has made quite a shift
in the whole project and it felt like a conclusion. I wouldn’t
be making this exhibition if I felt the project wasn’t whole,
or if there were any gaps. But of course, there’s always part of
you that wants to do more. I have other possible projects that
have since come to light from my experience. There’s a series
of short films, as well as a project based around one person
that I’d like to pursue. I might revisit the estates and do a
project focusing more on the women there. Either way, I will
keep my connections in Belfast, because I now have friends
in both communities.
Christopher Steenson is Production Editor for The
Visual Artists’ News Sheet.
Enda Bowe’s exhibition, ‘Love’s Fire Song’ continues at
the Gallery of Photography Ireland in Dublin until 16
October. A photobook of the project is being launched
on 8 September.
endabowe.com
galleryofphotography.ie
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Safe-Hold
CHRISTINE MACKEY DISCUSSES HER RECENT SOLO
EXHIBITION AT WEXFORD ARTS CENTRE.
THE TERM ‘SAFE-HOLD’ comes from the anthropologist
Gerardo Reichel-Dolmatoff, who studied the cultivation
of Tukano Amazonian Indians gardens in forests. What
emerged was the cultivation of temporary plots that secured
the legacy of important plants to the tribe, whose lineage may
be undermined due to environmental stresses. These mobile
gardens become ‘safe’ homes for their offspring. In the context of my solo exhibition and socially-engaged public art
project, this phrase provides a broad ecological structure that
opens new ways of thinking about land, movement, people,
animals and plants, while responding to the current crisis of
habitat loss. This knowledge is married to my deep interest
in agricultural practices as an artist, gardener and seed-saver,
which aligns my working processes with a focus on the interrelationship between plants and all living organisms.
My solo exhibition, ‘Safe-Hold’ at Wexford Arts Centre (which opened on 28 February), was one outcome of a
public art commission under Wexford County Council’s
Per Cent for Art M11 Gorey to Enniscorthy PPP Scheme
(2019–2020), whereby a number of sites in Gorey were sown
with pollinator-friendly plants. I worked with local communities to actively engage in solutions for habitat loss. We
transformed underutilised sites into aesthetically pleasing
and environmentally sustainable ‘safe-holds’ that serve as
pollinating pastures for our bees to inhabit and for native
wild-flowers to take hold. Future plantings in Enniscorthy
are scheduled for late autumn, having been delayed due to
COVID-19.
The project also aligned with other Wexford County
Council initiatives, including the Biodiversity Department’s
pilot project, ‘Life Lives on the Edge’, as well as the new
Council Art Plan Action, which aims to “utilise our natural,
built and cultural heritage together with the arts to realise
their potential”. Wexford is a fine example of a county with
regional, national and international importance as an agricultural hub.
In response to the planting of the sites, I unexpectedly
developed a body of work drawn from a range of archival,
research and material sources. For example, the unique seed
mix used for the public plantings, triggered me to source
the seeds as pressed plant specimens, held at the National
Botanic Gardens in Dublin. This in turn inspired my series of
unique drawings, made directly from the herbarium collection. The drawings were then further developed as Risograph
prints, from which members of the public were to be invited
to ‘adopt a species’ by claiming a print. This part of the project
unfortunately never came to fruition, as the exhibition was
closed prematurely, due to COVID-19 restrictions. However,
I plan to resume it at some stage in the future, whenever I can
get the work out in the public domain again.
This body of work aligned with a particular focus on bees,
their relationship to food, place and people and how creative
practice can transform these systems into new models of
engagement. I engaged with beekeepers in Gorey, County
Wexford, where I carried out photographic and video documentation of the beehives, with a particular focus on the
hive’s Queen Bee. This led to an installation work, A Heap of
Pollen, composed of a chalk diagram on a blackboard, which
playfully explores the science of pollination and bee foraging.
It features other found objects and images, including a documentary film of the public sites and communities engaged in
the planting. It was the red marking on the Queen Bee that
led me to utilise this colour coding convention as punctuation
blocks for the gallery installation.
Unique to each of the plant specimens at the Herbarium were individual notes that described the habitats where
the plants were found, while in their living form. Many of
these habitats have since disappeared or are under continuous
stress. Manipulation of these habitat descriptions gave me
time to develop a number of text-based works. This included
a large screen-print, Habitat List, whereby the text is ordered

Christine Mackey, ‘Safe-Hold’, installation view, Wexford Arts Centre; photograph courtesy of the artist

beginning with the date – the oldest being 1803 – followed
by the habitat description. I am interested in how the incantation of this poetic rollcall in print form can magnify small
acts of attention.
Exploring these ideas further, I created a series of abstract
text works, poetically recomposed and manipulated from
habitat descriptions that were also developed as screen-prints.
However, in this instance, I made the ink from bee pollen,
collected from beekeepers in Wexford and beyond. These bee
pollen screen-prints will fade over time, indicating the loss,
trace and vulnerability of the landscape. This alternative use
of pollen draws attention to the capitalisation of bee pollen as
food, eaten unjustly by humans because of its supposed health
benefits. Pollen grains are invisible to the naked eye and were
captured using a scanning electron microscope (SEM) at the
digital imaging lab in UCD and also at Teagasc’s National
Food Imaging Centre (NFIC). These images were assembled
and presented in lightbox frames.
My interest in pedagogy and new media in social and public contexts led to the development of a number of workshops
with participants from the Gorey Youth Needs. We explored
key environmental and climatic issues relevant to a young
population. This process resulted in the documentation of an
unofficial seed-planting exercise in a local Sitka forest, with
text works that concentrated on the poetic use of language as
political slogans. The seed balls were cast as sliotars, hurled
by the participants into the dark deep oblivion of the forest.
This process of engaging with the young participants led
to another artwork, titled Unearthing the Mud Pond Snail
(Omphiscola Glabra). The Mud Pond Snail is scientifically
categorised by Ireland’s National Biodiversity Data Centre
as a ‘Threatened Species: Regionally Extinct’. During my
research I discovered that a collection of fourteen Mud Pond
Snails had been found in New Ross, County Wexford, in

1928. With repeated visits to this site over the years by ecologists, this species has not been found there since, with the
original habitat destroyed. Adding a further twist to the story,
I discovered that 12 of these collected species from 1928 were
brought to the Liverpool History Museum, with two remaining in the Dublin Natural History Museum. In late autumn,
I had the opportunity to photograph these snails in-situ in
the museum in Liverpool, using an advanced photographic
stacking system. With the help of a cartographer, I was also
able to locate the original site in Wexford where these snails
were found in 1928, using Google Maps. Working directly
from descriptions, I later moulded and cast the species during
a glass workshop at Leitrim Sculpture Centre, led by glass
artist, Jonathan Ball. Using space-age materials in a hot glass
context was a new departure in my work and led to very unexpected and playful results.
In conclusion, this project has laid the framework for new
developments in my practice, which I plan to continue in a
new form. In my view, it would be very beneficial if more
public art projects gave space for artists to develop innovative
projects that work across contexts and environments, with less
focus on the ‘pristine’ outcome. Thanks to Liz Byrne, Wexford
County Council Arts Officer, and Catherine Bowe, Wexford
Arts Centre Curator, whose guidance was well received.
Christine Mackey is a Leitrim-based visual artist with
a studio in Leitrim Sculpture Centre. She was Fulbright awardee in 2018 and is currently developing an
exhibition, ‘The Long Hedge’, on the cultural repositories of seeds for LSC’s residency programme. Phase
one will be temporarily exhibited for Culture Night on
Friday 18 September.
christinemackey.info
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An Inspector’s Eye
MIRIAM O’CONNOR DISCUSSES HER RESEARCH
ACTIVITIES AS PART OF VAI’S ‘EXPERIMENT!’ AWARD.

IN EARLY MAY, I was announced as recipient of Visual Artists Ireland’s
Experiment! Award. Devised as part of their 40th anniversary programme,
Experiment! is a pilot initiative that provides an alternative form of residency for artists, granting funding to the recipient for time to experiment,
research, undertake training or project development. The programme is
targeted towards artists who, due to work, family or other commitments,
are unable to avail of traditional residency opportunities. Not so long ago,
as VAI were developing this initiative, there was no way of knowing that
a global pandemic was about to unfold, and that the need for remote residency models would soon come into sharp focus.
Earlier in the year, I had concluded a long-term body of photographic
work, ‘Tomorrow is Sunday’, a project that engages with my return to the
family farm, following a bereavement in 2013. At the time of writing, this
work is being exhibited at Sirius Arts Centre, Cobh, and a solo presentation will take place at the Ashford Gallery in the Royal Hibernian Academy, Dublin, in Spring, 2021. Despite these key career accomplishments,
producing the work had been highly challenging, often curtailed by everyday demands of working on a farm. I frequently felt like the time I could
physically attribute to my art practice was compromised.
Unexpected developments, such as a recent farm inspection by the
Department of Agriculture, compelled me to begin thinking about new
ways in which farming and art practice might endure in a more harmonious fashion. A key directive arising from the Department of Agriculture’s
inspection requested clearing back an area of marginal land on the farm,
which was deemed incompatible with animal grazing. This scenario meant
additional work, on top of an already demanding schedule. It was almost
the straw that broke the camel’s back; yet it acted as an instrumental catalyst for this research. The Experiment! Award thus presented an ideal
opportunity for me to test a hypothesis in my proposal, which aimed to
position daily farm tasks as artistic endeavours and the farm itself, a site
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for artist residency. Through acts of farm labour, this research
period would foster conditions in which new understandings
and approaches to farm work might be activated. Engaging
with some of the characteristics and nuances of inspections
in a general sense, compulsory tasks would be approached
through a different prism, but nonetheless, with a genuine
sense of purpose that the job should be accomplished. With
such fixations in mind, I was, it seemed, on course to become
my own inspector of cattle, fences, fields, ditches and drains.
Over the last number of months, various inspections have
been conducted which blurred the boundaries between functionality and absurdity. I began my attempts to reclaim marginal land by using a strimmer, hedge clippers and loppers as
tools for art making. Although this arduous task continues,
modest progress has been achieved. So far, I have revealed
a large rock at risk of being devoured by furze bushes and
discovered a riotous looking rose bush, which I intend to
propagate by taking stem cuttings later in the year. The idea
that this rose bush could take root in other parts of the farm,
or in alternative places is particularly appealing. In another
study, the purchase of a new lawnmower – a novel tool for
mark-making – has unearthed eclectic possibilities. Throughout this research period, I have become interested in animal
actions and consequences, and their capacity to work with
me in a collaborative sense by using their subtle – and rather
useful – interventions of grazing, digging and path-making.
With this in mind, another experiment focused on a buttercup, which caught my attention one day in a field of grass
about to be grazed. To prevent this flower from being eaten
(who ate the art?), I constructed an artificial fence, to see if
their relationship to fencing, in a general sense, would act as a

Miriam O’Connor, research image, 27 April 2020
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deterrent. I spent a number of days inspecting their behaviour
– often making unannounced visits to their field. Eventually, they broke through this placebo fencing system, as one
afternoon, on a surprise inspection, the flower had gone. This
whole process provoked me to reflect on the rotational sensibilities between grass growth and grazing and the idea that
this routine activity might be considered as both performative
and ephemeral land art.
The tradition and approaches of land art, the vocabulary
of agricultural inspections, and having that sense of purpose,
remain central themes in this ongoing research. I’m still rather curious about how photography might assume agency of
its own, beyond documentary approaches. If the intention is
to tease out common ground between farming and art practice, then, what can photography do? Adopting an inspectoral
eye in approaching everyday tasks is a one thing. But what
should inspectors point their camera at? Is there a visual language best suited to this role? Are there tried and tested ways
to distract an inspector who is just trying to get the job done.
And so, this research continues…
Over the last number of months, VAI’s Experiment! Award
has functioned to support this research period and naturally
there are many stones still left unturned. By its nature, the
concept of experimenting is as much about trial and error,
as it is about yielding definitive results. Although conceived
in pre-COVID-19 times, this timely initiative communicates
that VAI are on the pulse in recognising the challenges faced
by many artists in accessing ‘off-site’ residency opportunities.
Correspondingly, the programme questions preconceived
ideas of what a residency can be, making way for something
more fluid to be imagined. While the vexing conundrum of

Miriam O’Connor, research image, 23 June 2020

what to do while on residency might still persist, what we
become as artists, or what happens to us while on residency,
remains on my mind. Is it possible to replicate those feelings
and responses in a setting that is already overfamiliar?
In recent weeks, I have been invited to take part in the
Cow House Studios’ ‘Supported Summer Residency’ programme, an initiative which, in the normal run of events,
would see me spend a week, along with a number of other
artists, at their studios in County Wexford. Rather than turn
down this invitation, due to my individual circumstances, I
asked Co-Directors, Frank Abruzzese and Rosie O’Gorman,
if my residency could be approached in other ways. After
some considered exchanges, Frank and Rosie have generously
agreed for my residency to take place remotely (inspector in
residence!) and that they will visit me on the farm in County Cork in early August. Although still fine-tuning plans
for this event, I am currently taking inspiration from Nancy
Holt’s, Stone Ruin Tours, a performative artwork where small
groups of people were taken on a tour of a crumbling garden
with stone walls (see holtsmithsonfoundation.org). Presently,
it is anticipated that Frank and Rosie’s visit will too adopt an
inspectoral role. We hope for good weather, robust conversations and exchanges, while welcoming all and any chance
encounters or collaborations that might emerge. Following
on from their tour, refreshments will be served afterwards
against the backdrop of that newly salvaged rock, located on
the marginal piece of land deemed unfit for animal grazing.
Miriam O’ Connor is an artist, educator and farmer
based in Cork.
miriamoconnor.com

Miriam O’Connor, research image, 25 May 2020; all images courtesy of the artist
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Rapid Research
JOANNE LAWS SPEAKS TO FOUR ARTISTS
RECENTLY AWARDED ONLINE RESIDENCIES
WITH THE SCIENCE GALLERY, DUBLIN.
Joanne Laws: Can you give details of the project you
developed for the Science Gallery’s Rapid Residency award?
How does it relate to some of your previous bodies of work?
Ed Devane: Often my work involves a participatory or
collaborative element, across different media. This can be
public interaction with a sound installation, participation in
instrument building and improvisation workshops, or through
rule-based musical activities. In general, when involving
others in the realisation of my work, I aim to share the
delight I take in being creative. For this residency, I chose to
explore two aspects of participatory and rule-based activities
relating to sound. The first, called ‘Indirect Collaborations’,
was an open-call to music-makers to use a collection of ten
digital audio files to make a new piece of music. The aim was
to supply sounds that could be used as a general-purpose
toolkit for making mostly electronic-based music. I asked
that collaborators not spend too long on the piece, both to
keep their time commitment low, but also to capture the early
moments of creation, when in my experience, the best ideas
flow. I received 30 submissions, mostly from artists based
in Ireland, which are available online (eddevane.bandcamp.
com). The second project, titled ‘Sonic Explorations’, was
aimed at the general public. With this project, I listed ten
descriptions of sound, and asked for participants to use
their smartphones to collect versions from their immediate
surroundings. Examples include “a machine”, “footsteps on
hard ground” and “vocal aaahh” – generic descriptions that
bely the complexity of variation. In designing this activity, I
had two aims: to encourage active and critical listening, with
regard to the participants’ surroundings; and to collect a wide
range of similar but distinct sounds for use in later iterations
of my research on distant collaboration.
David Beattie: Recently, much of my research and projects
have focused on the broad area of artificial intelligence
(AI) and particularly how AI mimics human behaviour
and thinking. For the Science Gallery’s Rapid Residency, I
wanted to expand on preliminary research I began at the end
of 2019, during a project for CCA Derry~Londonderry, and
develop a project that focuses on human touch, the hand and
the body. More than ever, what we touch seems particularly
prescient during this time of physical distancing. I began
by examining how the hand interacts with objects, our
surroundings and digital technologies. During the residency
I made contact with a number of researchers and scientists
working with haptic robotics, image/object recognition,
machine learning and non-Newtonian fluids. It was a short
five-week residency, but the project developed quite quickly
through these conversations.
Jasmin Märker: I am an interdisciplinary artist working
at the cross-sections of bio-art, sculptural installation and
nature education. Through my work, I explore themes of
interspecies kinship, land decolonisation and multispecies
ethnography, in order to propose holistic perspectives on
sustainability. My Rapid Residency project, named ‘Invasion
Aesthetics’, explored colonial narratives in biodiversity. In
particular, I examined how aesthetic concepts and economic
ideologies render life forms desirable or pestilent, and
therefore affect our choices to kill or nurture them. I chose
a foraging approach as my research method, which meant I
was not only using field-based observations as a source of
visual inspiration, but as a wild way of engaging with my
subject matter. In response to my findings, I developed a
series of art-science experiments, which are slowly evolving
into more tangible outcomes. Throughout the residency,
I found underlying themes of ‘categorising’ ‘dividing’ and
‘controlling’. Through pressed plant collages, I am exploring
aesthetic concepts of the native and invasive, as well as notions

David Beattie, research image (screen grab), May 2020; courtesy of the artist

Ed Devane, still from the ‘Ten Sounds’ promotional film, posted on Instagram; courtesy of the artist

of fear for uncontrollable non-human territories. I am
experimenting with the collages as dynamic works,
which involve ornamental patterns created from
dead plant matter, which become live and disrupted
through interactions with the insects, sprouting
seeds and microorganisms I invite. The collages are
also a critical reference to Owen Jones’ Grammar of
Ornament (1856), an imperialist work which proposed
to improve British design by incorporating ‘exotic’
patterns from the colonies. Owen Jones conceived his
patterns as maps of the empire. Mapping culture was
just as crucial as mapping territory, in dominating a
land and its people.
Martina O’Brien: Through this residency, I explored
the effects of climate change on life in our oceans,
with particular interest in deep-water corals and their
potential to act as environmental archives of the deep
sea. In this manner, I looked to gather research on both
the paleoenvironmental history of cold-water coral and
its more recent scientific history. Similarly, I was keen
to look at coral’s long association as both commodity
and vessels of mystical powers. This exploration
included looking at specific coral species, in particular
Lophelia Pertusa – a cold-water coral that grows in the

deep waters throughout the North Atlantic Ocean, as
well as parts of the Caribbean Sea and Alboran Sea,
the westernmost portion of the Mediterranean Sea. As
a result of gathering this research, I am in the process
of developing ideas around new video and drawing
work, along with experimenting with printmaking
techniques. It strongly relates to some of my most
recent works, including neither fully self nor other (2020),
a series of cyanotype prints, and B-scope (2019), a twochannel video. Both works were conceived as a result of
a marine expedition residency I undertook aboard the
research vessel, The Celtic Explorer, in 2019. Through
this opportunity I travelled with scientists from the
UCC Marine Research Group on a survey, entitled
Monitoring Changes in Submarine Canyon Coral
Habitats, to the Porcupine Bank Canyon region of the
North East Atlantic Ocean. This expedition sparked a
profound interest for me in the deep ocean in terms of
its unexplored frontiers, its perpetual darkness, remote
methods of accessing scientific research and the human
impact on its sea life.
JL: What were some of the practical or aesthetic
considerations, when conceiving and developing
artworks solely for online dissemination?
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ED: With ‘Indirect Collaborations’, the delivery of the
material and instructions was very straightforward. The
lockdown ensured that many of the music makers I know
had far more time to write music than usual, and this project
deliberately took advantage of that. The reference to my
source material in all of the submitted tracks, despite their
stylistic differences, weaves a sonic narrative throughout the
collection. With ‘Sonic Explorations’, careful consideration
had to be given to the list of sounds I asked participants to
record in relation to the 2km lockdown travel restriction
in place at the time. I took time to consider the range of
sounds that could be created from everyday household items,
allowing for a great degree of variation in the production of
similar results across each of the sound categories.
DB: Through the research, I wanted to discuss the role of the
physical body in an automated society, so there was already
an interest in screen-mediated experiences and finding ways
to integrate a combination of multiplatform, remote/physical
experiences into the work. During lockdown, many physical
experiences were reimagined as online presentations, alongside
many dedicated online artworks, so it was interesting to think
about ways of exploring this tension between screen-based,
remote and disconnected ways of being in the world. From
the outset, I didn’t think in terms of a specific outcome; but

I did want to consider ways in which it could be realised and
experienced in multiple forms, digital and non-digital, on a
screen and beyond it.
JM: I am currently working on a publication, which
summarises my research. Conceived as an “art-science lab
journal”, this publication plays with the onto-epistemological
considerations of my practice, shifting between experimental
protocols, diagrams, images and more poetic ways of writing.
MO’B: The outcomes of my residency are more researchbased at this point. An important aspect of my working
process involves considering how artworks are installed or
how things sit in dialogue with one another, and so generally
speaking, a physical space is more of a natural setting for my
projects. Like all of the Rapid Residency participants, I will
be contributing to the Science Gallery’s blog and writing
about the experience of engaging remotely with the gallery
and with experts on cold-water coral, remote sensing, coastal
geomorphology and marine ecosystems.
JL: Do you have plans for physical manifestations of this
artwork in the future?
ED: Both projects use digitised sound as their primary

medium, so in a sense they become physically manifest as
vibrations in air when played through a speaker. ‘Indirect
Collaborations’ is finished, whereas I have some ideas for
a streamed interactive performance, based on the sounds
collected through the ‘Sonic Explorations’ project.
DB: I am currently at the point of trying to realise the research
as an artwork, working towards a series of outcomes that will
take the form of augmented/mixed reality, cast objects and 3D
digital forms. I am hoping to extract some open source code
from research I came across during the residency to create
a variety of outcomes. Specifically, I am going to work with
a computer programmer to realise these various outcomes
in a combination of outdoor, online and gallery contexts. It
is hoped that through the work, I can discuss the complex
network of interactions we now experience as a society and,
potentially, the biological effects of these interactions through
biomimicry.
JM: Yes, the residency has really pushed me to draw some
lines between the many angles I approached the topic from.
I now have more concrete ideas for artworks involving some
of my collaged plant experiments and other work with bricks
moulded from soil and the roots of contextually relevant
plants, which I am excited to develop further.
MO’B: I have plans to fully develop this new body of work
over the coming months, with the aim of exhibiting the
project in Ireland in the near future. At the present time, I
plan to exhibit neither fully self nor other in ‘New Era’, a group
exhibition curated by Brenda McParland at Solstice Arts
Centre (12 September – 6 November 2020).
Ed Devane is a sound artist, instrument designer and
workshop facilitator based in Donegal.
eddevane.com

David Beattie is an artist and lecturer based in Dublin.
david-beattie.net

Jasmin Märker is a Belfast-based artist working from
Vault Artist Studios.
jasminmarker.eu

Martina O’Brien is a visual artist based in Co. Kildare.
martinaobrien.com

Jasmin Märker, Carrot Seedlings on Giant Hogweed paper (and algae), 2020; courtesy of the artist

The Science Gallery launched the Rapid Residency
grants to support and collaborate with artists during
the COVID-19 crisis. Following an overwhelming
response – involving almost 200 applications – the
gallery awarded 18 five-week residencies, which
included a €1,000 grant for each artist.
sciencegallery.com
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Men Who Eat Ringforts
MICHAEL HOLLY DISCUSSES HIS WORK ON A NEW BOOK, CO-PUBLISHED BY
ASKEATON CONTEMPORARY ARTS AND GAINING GROUND.

Michael Holly, Men Who Eat Ringforts, 2020, published by ACA Public

“A fairy fort cannot be described as a neutralised, abstract
space. It has a recalcitrant materiality of its own, irreducible to mere resource. It exists as a clearing – a sudden open
space in which ideas and beings become unconcealed.”
SO WRITES SINÉAD Mercier in her opening essay to Men
Who Eat Ringforts, the sixth and most recent publication by
ACA Public – an independent press established by Michele
Horrigan and Sean Lynch of Askeaton Contemporary Arts
in 2014. I was approached by Michele and Sean in late 2018
to participate in this book project, which was co-published as
part of ‘Gaining Ground’ – Clare County Council’s public art
programme, coordinated by Sally O’Leary.
Ringforts – commonly known as ‘fairy forts’ – are now
believed to have been mainly Iron Age domestic dwelling
places and animal enclosures, though their function, both
physical and supernatural, has long been debated. Though
liberally scattered across the Irish landscape, these places are
constantly under threat from intensive farming practices,
motorway and road schemes and infrastructural development, often under sanction by the Irish state itself.
The aim of this project was to have a close, on-the-ground
look at the legal and cultural position of ringforts and other ‘field monuments’ in the contemporary Irish landscape,
and to see what ideas and beings we might “unconceal” in
the process. To do this, we enlisted the wisdom of legendary folklorist, Eddie Lehihan, who since the 1970s has been
actively collecting and sharing stories about na Síoga – fairies
and other supernatural creatures that inhabit the Irish landscape. Between April and September of 2019, I made several
trips to Eddie’s home in Crusheen in County Clare, and after
studying maps over cups of tea, we would head off across the
county in search of ringforts, fairy-bushes and holy wells.
Eddie brought me to untouched, magical ringforts, but we
also often found ourselves standing in the hard shoulder of
a national road or on a motorway overpass, searching for a
fort or fairy-bush that was once a prominent feature of the
landscape; a landmark, now overshadowed or destroyed by
layers of progressive infrastructure. Our conversations along

Men Who Eat Ringforts, internal spread (pp 57-58), fairy bush on M20 motorway, Latoon, County Clare; photograph by Michael Holly

the way often returned to the point so well asserted by Sinéad
Mercier in the opening quote from her essay – that these
places have much more cultural and historical importance
than the languages of commerce and national heritage are
able to articulate.
My fieldwork in County Clare produced a huge amount
of material: photographs, diary-entries, notes from conversations with Eddie and scrawlings on Ordinance Survey
maps, all of which came back with me to my home in County
Cork, where I began to stitch together a narrative that might
somehow tell the story of the encounters Eddie and I had
with na Síoga and their dwelling places. Michele and Sean
were taking part in the artists residency programme at the
Irish Museum of Modern Art during 2019, so I would visit their studio there to discuss the direction of the research,
along with editorial assistant, Niamh Moriarty. In the end,
we decided to focus on nine sites, and the narrative of the
publication began to form around these places and the stories
they told.
Sinéad Mercier’s essay, ‘Men Who Eat Ringforts: Understanding Fairy Fort Destruction In The Modernist Lawscape’,
gives an expansive background on institutional and legal attitudes towards ringforts in Ireland, and traces shifts in how
these places have been respected, disrespected and engaged
with, from the enlightenment through to the modern
age. Central to her thesis is an exploration of dwelling, of
being-in-the-world, of “people’s emplacement in the land”.
She draws parallels between ecological destruction and the
destruction of ringforts, identifying a kind of disconnection
from the land brought on by economic growth and modernist
ideas as a key problem. I carried a draft of Sinéad’s text in my
bag as I was driving around Clare doing the fieldwork for
Men Who Eat Ringforts. Many of the themes in her essay were
reflected in conversations I had with Eddie, who repeatedly
pointed the finger at a disconnection from the land, from
the Irish language and from the potential of magic and mystery as determining factors in the destruction of ringforts and
other significant monuments.
The remainder of the publication is an essay that chron-

icles a journey through nine separate locations of interest,
mostly in County Clare, illustrated by photographs taken
during my fieldwork, aerial and satellite photographs, historic Ordinance Survey maps and various archaeological data
obtained through a Freedom of Information request. Pinhole photographs by Sheena Malone of the contested Hill
of Allen quarry site in County Kildare sit alongside a protest
poem by Desmond Egan. Some of the places written about
were in a pristine state, others had fallen victim to a furious
rush to progress. A ringfort on the M18 north of Crusheen,
for example, had been cut almost in half by the motorway
construction. An investigation revealed that the area was well
known as an accident blackspot, with conflicting explanations
for this from the roads authority and from those who believe
in more supernatural forces. Further south, in 1999, Eddie
had intervened to halt the building of the new Ennis bypass
through a fairy bush or sceach. His determined campaign was
successful, and aerial photographs reveal how the motorway
now kinks to avoid this little whitethorn bush, a fitting parable for the ongoing struggle between the opposing forces of
magic and commerce.
The 64 pages of Men Who Eats Ringforts sit in one’s hands
at a substantial size of 320 × 240mm. Designer and long-time
ACA Public collaborator, Wayne Daly, interspersed the text
with full-page photographs and large titles, and used fluorescent Pantone inks. This creates a luminous effect to parts of
the images that are designed to stand out in the landscape:
utility service trucks, road signs, and the solid, broken and
dashed lines of the motorway and national roads.
Michael Holly is an artist and non-fiction filmmaker,
and a current Irish Research Council PhD scholar in
Film and Screen Media at University College Cork.
mickholly.net

Men Who Eat Ringforts is available from the Askeaton
Contemporary Arts website and at the Douglas Hyde
Gallery in Dublin.
askeatonarts.com

Visual Artists' News Sheet | September – October 2020

Artist Publishing

Duality
WRITER SHAUNA GILLIGAN REFLECTS ON HER
COLLABORATION WITH ARTIST MARGO MCNULTY.

Margo McNulty & Shauna Gilligan, Duality, 2020, published by REDFOXPRESS; photograph courtesy of the authors

IN COLLABORATIONS SUCH as the one between myself and

Margo McNulty – one that relies on transience and operates
in vacuum of time – there is no routine, there is no weekly
meeting (in person or virtually), there is no checking in. There
is only the push of darkness against the light.
In the video documentation of her solo exhibition, ‘Duality’ (which ran at Roscommon Arts Centre until 31 July)
Margo speaks of our collaboration as allowing her to form
a narrative around her work. In the same vein, collaborating
with Margo enabled me to work from a place that was without narrative – to work with form and feeling first, and in
doing so, to experience a different way of viewing and being.
We each found ourselves using form a little differently and,
more importantly, using multiple forms to find ways into the
story that we were blindly searching for. Margo worked on
paintings, prints and photographs, while I worked on prose
and poetry, sometimes merging the two. Collaboration
pushed our practice outwards rather than inwards and this,
while wonderful, was risky. We created in a constant state of
unknowing.
The Glasshouse
Our collaboration was, at times, both emotionally and
physically difficult. There is much I recall about our process over the last few years, but one memorable highlight
was a November day when we visited the Curragh Camp in
Kildare. The Camp houses the Military Detention Barracks, a
purpose-built prison constructed in 1863 known as the ‘glasshouse’ where republican prisoners were once held. The soldier
who accompanied us found it hard to understand why we
would look to such a place for inspiration. We were artists,
not historians. We spoke of our hopes, the stories we’d heard;
what we were looking for wouldn’t take long to find. We just
wanted to stand inside the Glasshouse so we could feel the
burden of history.
In the heavy rain, we followed our guide through the high
gates, past the imposing walls and into the building that
was, until quite recently, an operational prison. What neither of us had realised was that over time, the building had

been through cycles of restoration and repair. It looked like
a modernised version of an old prison, disappointing in its
ordinariness. Still, we carried on. I scrawled a few lines in my
notebook, but spent most of the time looking and thinking,
somewhat envious of Margo as she worked studiously with
her camera.
It was an exterior wall that we were drawn towards. When
it was confirmed that this was the wall where executions had
taken place during the Civil War, time seemed to speed up
and rush over us, compressing the visit. Later, away from the
wall, away from the expanse of the Curragh, away from the
land, Margo found that she had hundreds of shots, before
latching onto just one. I found the notes I had made onsite
to be disjointed; half-sentences filled with absence and loss.
There were no stories, no poems that I could make from these
gaps. I thought back to the room where everyday existence
was displayed, touchable and relatable – a set of glass bottles,
a clock, a crooked cross hand-woven from reeds. Evidence of
living rather than dying.
It was this – the latching and the gaps – that differentiated the book, Duality, from the exhibition of the same
name. These narratives were alternatively defined, restricted, and liberated by form. Just as Roland Barthes spoke of
the writer-reader relationship, our collaborative relationship
waxed and waned as forms came into vision – as a poem was
printed on a page of the book or transferred to the gallery
wall. The writer/artist dynamic diminished further, as Margo’s artworks were ordered, and the exhibition sprung to life.
Meaning and understanding were recreated yet again at the
exhibition opening in February, between and beneath the
scrutiny of audience interpretation.

latch onto, searching always not for difference but similarities. If we are not connected, what are we? In this time of
pandemic and isolation, we are drawn to stories that speak
to us. Gavin McCrea writes in The Paris Review of how, two
years before his death in 1778, Jean-Jacques Rousseau “set
forth his vision for a writing life lived beyond the confines of
community”.1 Rousseau wondered about connection: “…[D]
etached as I am from them and from the whole world, what
am I? This must now be the object of my inquiry.” Perhaps
Margo and I were working from the inside out, rather than
the outside in. If, as Rousseau said, “nothing that comes from
the outside can be prolonged within me”, does it stand true,
that for our collaborative process, nothing that emerges from
inside can exist on the outside?
If all visible traces of lives that once existed on the Curragh have been removed, is it not possible for the body to still
feel this loss? The body – in as much as the branches of the
trees in Margo’s ‘Choill’ series – knows beyond what language
can capture. Referring to Picasso, John Berger maintains that
“the basic purpose of painting is to conjure up the presence
of something which is not there” and that bodies are what
are usually conjured up. It is “their presence which we need
in our collective or individual solitude to console, strengthen,
encourage or inspire us.”2 It feels as if this collaborative process has done just that. Beyond words and images are visible
and invisible forces – always revolving, always present.

Invisible Presence
What is there that I cannot see? What is not visible in our
creation of words and images? Recounting our journey from
the chaos of creation to the orderliness of the resulting book
and exhibition, I consider that we are always reaching to
reclaim loss as something tangible. In feeling the expanse
of history and humanity, snatching the air for something to

Duality is published by REDFOXPRESS.

Shauna Gilligan, represented by the Andrew
Nurnberg Associates International Literary Agency,
is a Kildare-based writer who is interested in the
crossover of art and literature in storytelling.

redfoxpress.com

Notes
1
Gavin McCrea, ‘What Rousseau Knew about Solitude’, The Paris
Review, 27 April 2020, theparisreview.org [Accessed 13/07/2020]
2
John Berger, Portraits: John Berger on Artists, ed. Tom Overton (London:
Verso, 2015) p284.
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The Arts in Times of Crisis
STANDARD UTILITIES COMMENT ON THEIR SUPPORT OF VISUAL
ARTISTS AT ALL STAGES OF THEIR PROFESSIONAL CAREERS.
OVER THE LAST few months, many have commented on the ways in which the arts have
helped us to survive the COVID-19 pandemic.
It is hard to imagine how we would have gotten
through the most challenging time since WW2
without the arts to soften the blow, as people
across the world have found solace in so many
art forms, from music, film and literature, to
poetry and the visual arts.
Despite the widely recognised and crucial role
of the arts during times of crisis, one in five UK
creative industries jobs will be lost as a result of
the pandemic, with a 74 billion-pound UK revenue drop forecast for 2020. While many artists
have been offered some basic financial support
under the UK’s Self-employed Income Support Scheme or through Ireland’s COVID-19
Income Support Scheme, this remuneration falls
gravely short in ensuring the economic survival
of individual practitioners or the cultural sector
as a whole. Ireland’s pandemic payment of €25
million will go some way to bolstering the sector
in the short term, but many arts organisations
are deeply concerned about their sustainability
going forward into an uncertain future.
Standard Utilities supports and contributes
widely to the arts sector, both north and south
of the border. In Northern Ireland, the organisation provides telecommunications to some of
the biggest players in the creative sector, with
our longstanding and valued clients including
the Playhouse and Waterhouse theatres, The
MAC, Lyric Theatre, Crescent Arts Centre
and Arts & Business NI. Standard Utilities is
also a proud supporter of Visual Artists Ireland,
with the organisation working in partnership
to cover the costs of ‘Member Insurance’ for
Northern Ireland’s VAI members, so that professional visual artists can benefit from Public
and Products Liability Insurance. This policy
aims to meet the needs of individual visual or
applied artists who require insurance against
legal liabilities to pay for compensation arising
out of injury to third parties and/or damage to
third party property. This insurance policy covers artists across a range of work-specific contexts, from preparation, lecturing and teaching
to public displays of fine or applied art, which

Standard Utilities Temperature Screening Equipment

includes exhibitions or displays. The insurance
allows Northern Ireland’s VAI members to go
about their day-to-day work without the worry
of having to find a financial sum, in the event of
an unexpected liable case. Standard Utilities is
valiant in supporting such a cause that enables
artists to carry out their important work without
stress or worry about accidents or other circumstances beyond their control.
While the curtain is temporarily lowered
on the creative sector, VAI’s vision of daring to
“dream of a time when visual artists will live in
a world of opportunities” is supported far and
wide. Artistic opportunities may have been temporarily displaced, but there is a wave of public
support, backed by a number of key figures who
are throwing their weight behind the campaign
– such as writers like Sir Tom Stoppard and
A-list actors such as James McAvoy – who are
calling on governments to take action to prevent
the sector from collapse.
Sir Andrew Lloyd Webber has had recent success in trialling a range of safety measures in the
London Palladium – aimed at allowing theatres
to reopen without social distancing, ahead of an
upcoming tour of his musical, Phantom of the
Opera, in South Korea. These measures included
using a ‘disinfectant fog’ throughout the venue
that is said to have a 30-day lifespan. These kinds
of technological innovations and solutions will
be crucial in the current COVID-19 reality, as
cultural venues gradually begin to reopen, whilst
allowing them to prioritise the safety of audiences, artists and staff alike. With this in mind,
Standard Utilities are rolling out a new Temperature Screening Equipment, which can help
prevent the spread of COVID-19 by controlling
access to building entry points. This rapid
response technology reads temperatures in just
one second, highlighting any visitors who may
have a high temperature, this helping to slow
down the rate of community infection.
If you would like to learn more about
Standard Utilities and how their telecoms
packages could support you in the
workplace, get in touch on +44 (0)1 908
8888 or +44 (0)28 9032 8888.
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Opportunities

GRANTS, AWARDS,
OPEN CALLS, COMMISSIONS

Open Calls

Funding/Awards

RHA Studios
The RHA are offering a series of studio opportunities for 2020 and 2021. Artists can apply for
one of two studio spaces in the RHA School,
located on the third floor on the RHA Gallery
building. These non-residential studios have
24-hour access and cost €200 per month. The
studios are available from November 2020 and
February 2021 respectively.
The RHA’s Wilton Park Studios (sponsored
by IPUT) are non-residential and rent free.
They have access from 8am to 6pm. Three spaces
are available to professional artists, for one year
each.
Finally, the RHA’s Tony O’Malley Residency is available for one artist from March 2021
to March 2022. The residency is based in Callan, Co. Kilkenny. The successful artist will have
exclusive use of both house and studio for a
nominal cost of €300 per month, plus utilities.
This residency is awarded to artists who primarily work in paint. Full application details for
all studio opportunities are available from the
RHA website.

Visual Arts Project Award
The Arts Council of Ireland’s Visual Arts Project Award supports specific projects and initiatives in the visual arts. Strand 1 of the award is to
support artists, curators or producers to develop
and research new, ambitious work intended for
public presentation. The intention of this strand
is solely around the development of a particular
project, but a public presentation and outcome is
not expected. Artists can apply for up to €10,000
under this strand.
Strand 2 of the award is to support the production and/or commissioning of ambitious
projects in the visual arts. These projects can be
in the public realm or in a gallery setting. It can
also be used to enable the publication of material
on visual artists and visual arts practice that has a
clearly defined readership and distribution strategy. Artists can apply for up to €80,000 under
this strand.
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To keep up-to-date with the
latest opportunities, visit
visualartists.ie/adverts

Cross International Performance Award
LIS Lab Performing Arts – in collaboration
with Fondazione Piemonte dal Vivo and Ricola – announces the sixth edition of the International CROSS Award for artists and companies
in the field of performing arts and music, with
particular attention to original productions
focused on the close interaction between artistic
creation and environment, understood as landscape, territory or community.
The call is open to individual artists, professionals and companies. The project must be
submitted as a production that can be developed
during the different phases of the residency and
that could include multiple expressive practices
at the same time, such as: dance, music composition and interpretation, DJ set, live soundtrack,
composition of a soundtrack, activity of noise
music, theatre, body performance, urban performance and dance, walkways, participated
workshops, singing, new technologies, video art,
motion-capture, readings, site-specific design.
Five projects will be selected for a 15-day residency in Verbania, Italy, with each awardee
receiving a production fee of €2,000.

Culture Ireland Regular Funding
Culture Ireland have reopened their Regular
Funding strand, providing financial support to
artists who will be presenting their work internationally from 1 January 2021 onwards. The
fund contributes to costs that relate directly to
the international presentation of an event (e.g.
travel and travel-related costs, such as transport,
accommodation and subsistence). It cannot be
used to cover production costs, research or professional training, etc.
Applications are assessed against: the artistic quality of the work and track record of the
artist or arts organisation applying for funding;
the financial viability of the event; profile of the
international venue/festival; proven capacity of
the artist/organisation to present work internationally; the wider promotional and media
impact of the event. Full details on how to apply
can be found on the Culture Ireland website.

Web
artscouncil.ie/available-funding

Deadline
Tuesday 15 September

Web
cultureireland.ie/funding

Email
awards@artscouncil.ie

Web
crossproject.it/application

Email
info@cultureireland.gov.ie

Email
info@rhagallery.ie

Email
+353 (0)1 618 0200

Email
organizzazione@crossproject.it

Tel
+353 (0)1 631 3905

PS2 Freelands Artist Programme
PS2 invites emerging or re-emerging Northern Ireland-based artists to apply for the PS2
Freelands Artist Programme 2021–2022, a
two-year creative and professional development
programme for emerging artists funded by the
Freelands Foundation.
Supported by ongoing peer learning and critique, curatorial support from the project curator, and additional mentoring, the PS² Freelands
Artist Programme enables emerging artists of
any age to focus on, and develop, significant new
work and research. The programme also includes
the realisation of an exhibition/project at PS2,
research trips, a symposium, visits by external
curators, and the possibility to show work in
a curated exhibition at the Freelands Gallery
(London).
Five artists will be selected to participate.
They will each receive £5,000 per annum for two
years, as well as financial support for materials/
production, mentoring, travel expenses, access to
PS2 resources and workshop space. Full details
are available on the PS2’s website.

FSAS Bursary Awards
Applications are now open to apply for Fire
Station Artists’ Studios 2021 Sculpture and
Digital Media Bursary Awards. These awards
are designed to help artists develop and refine
their practice, through the use of the facilities at
FSAS. Support and guidance will be provided
by FSAS’s digital media, sculpture workshop,
curatorial and administrative teams. The awarded artists will also be profiled in FSAS’s annual
FILE NOTE publication.
The Sculpture Bursary supports artists who
want to experiment with new materials and/or
access particular facilities at FSAS’s sculpture
workshop. Awarded artists will have scheduled
access to a bay in the workshop, and will receive
a monthly stipend of €150.
The Digital Media Bursary offers access to
FSAS’s digital media resources to experiment
with and develop their practice. The duration of
this award is three months and the awarded artists will be given a monthly stipend of €150. Full
details on how to apply for both awards can be
found on the FSAS website.

Arts & Disability Connect Scheme
The Arts Council of Ireland and Arts & Disability Ireland have announced a second round
of funding for the Arts and Disability Connect
Scheme in 2020.
The Arts & Disability Connect Scheme is
designed to support individual artists with disabilities and includes three strands: New Work;
Mentoring; and Training Awards. The application form and guidelines will be available to
download (via the link below) from 7 September.
A series of online information sessions are
planned for artists looking to apply to this
scheme. The sessions will take place on 15, 17, 22
and 24 September, each from 11am to 12 noon.
Booking for these sessions is available through
the Arts & Disability Ireland website. Irish Sign
Language for these sessions will be available
upon request.

AC Professional Development Award
The Arts Council of Ireland’s Professional
Development Award aims to support artists and
arts practitioners to upskill through access to a
professional development or training opportunity. Applicants can propose a specific once-off
training or developmental opportunity. This can
be accessed digitally or in person, in-line with
COVID-19 health guidelines.
Examples of development opportunities that
artists can apply for might include: creative
development supports, such as participation in
workshops, specialist courses, master classes,
research projects, residencies, coaching/mentoring, attendance at conferences/seminars; or
career development supports, such as strategic
and/or financial planning, promotional, presentation or digital skills, proposal writing.
The proposal may be to work with an individual or organisation based in Ireland or abroad.
Applicants can apply for up to €3,000 through
this award.

Deadline
Friday 16 October, 17:00

Deadline
Monday 19 October, 16:00

Deadline
Thursday 19 November, 17:30

Web
firestation.ie

Web
adiarts.ie/connect

Web
artscouncil.ie/available-funding

Email
artadmin@firestation.ie

Email
info@adiarts.ie

Email
awards@artscouncil.ie

Tel
+353 (0)1 855 6735

Tel
+353 (0)1 8509 002

Tel
+353 (0)1 618 0200

Deadline
Sunday 4 October, 17:00
Web
rhagallery.ie/school/rha-studios/artiststudios

Deadline
Saturday 19 September
Web
p s s q u a r e d . o r g / p r o j e c t s /c a l l - f o r artists-2021-22
Email
info@pssquared.org

Deadline
Thursday 10 September, 17:30

Deadline
Thursday 15 October, Midnight

Lifelong
Learning
Autumn/Winter 2020

WE ARE CONTINUING to run our Lifelong Learning programme online using Zoom
(zoom.us), with a full schedule of regular events planned for the Autumn and Winter,
including talks, webinars, helpdesks, clinics and Visual Artists Cafés.
VAI members can attend our Lifelong Learning programme at reduced rates and can
also watch a selection of our previous Lifelong Learning Webinars, via the Members
Area of the Visual Artists Ireland website (visualartists.ie).
To book a place for any of our upcoming events – and to get updates on new events –
please visit visualartists.ie and sign-up to our mailing list.

Webinars / Talks
Talk: Reducing Your Carbon Footprint with
Paddy Johnson (USA)
Date/Time: 10 September. 15:00 – 16:30
Places: 80
Cost: €5 (VAI members) /
£10 (Non-members)
Talk: Allan deSouza – The Present as an
Entanglement of Absences
Date/Time: 17 September. 15:00 – 16:30
Places: 80
Cost: €5 (VAI members) /
£10 (Non-members)
Managing Your Accounts
with Gaby Smith
Date/Time: 30 September. 11:00 – 12:00
Places: 80
Cost: €10 / €5 (VAI Members) / FREE
(Kerry-based artists)

Social Media Made Easy
with Emma Dwyer
Date/Time: 15 October. 11:00 – 12:00
Places: 80
Cost: €5 (VAI members) /
£10 (Non-members) /
FREE (Kildare-based artists)
Creative Proposal Writing
Date/Time: 15 October. 11:00 – 12:00
Places: 80
Cost: €5 (VAI members) /
£10 (Non-members) /
FREE (Kildare-based artists)
Peer Critique with Sheena Barrett
Date/Time: 11 & 18 November. 10:00 – 12:00
(attend both sessions)
Places: 8
Cost: FREE (Kildare-based artists)

Helpdesks / Clinics
Wednesday 9 September
VAI Helpdesk with Shelly McDonnell
Time: 14:00 – 17:00
Places: 6
Cost: FREE

Thursday 15 October
Clinic: Social Media with Emma Dwyer
Time: 14:00 – 16:00
Places: 8
Cost: FREE (Kildare-based artists only)

Wednesday 23 September
VAI Helpdesk with Rob Hilken
Time: 14:00 – 17:00
Places: 6
Cost: FREE

Wednesday 21 October
VAI Helpdesk with Rob Hilken
Time: 14:00 – 17:00
Places: 12
Cost: FREE

Wednesday September
Clinic: Managing Your Accounts with
Gaby Smith
Time: 13:00 – 17:30
Places: 6
Cost: FREE (Kerry-based artists only)

Wednesday 4 November
VAI Helpdesk with Shelly McDonnell
Time: 14:00 – 17:00
Places: 12
Cost: FREE

Wednesday 7 October
VAI Helpdesk with Shelly McDonnell
Time: 14:00 – 17:00
Places: 6
Cost: FREE

Wednesday 18 November
VAI Helpdesk with Rob Hilken
Time: 14:00 – 17:00
Places: 12
Cost: FREE

Visual Artist Cafés

Child Protection with Louise Monaghan
Date/Time: 22 September. 11:00 – 13:00 &
15:00 – 17:00 (attend both sessions)
Places: 80
Cost: €10 / €5 (VAI Members) / Free
(Tipperary / Clare / Limerick-based artists)

Per Cent for Art: Applications & Delivery
with Maeve Mulrennan
Date/Time: 24 November. 15:00 – 16:30
Places: 80
Cost: €5 (VAI members) /
£10 (Non-members)

Tuesday 15 September
Pakistani Artist Community in Ireland
Time: 14:00 – 15:30
Places: 70
Cost: FREE (VAI members) /
€5 (Non-VAI members)

Tuesday 27 October
Show & Tell
Time: 15:00 – 16:30
Places: 70
Cost: FREE (VAI members) /
€5 (Non-VAI members)

How to Stay Visible & Connected in an
Online World
(in partnership with Bealtaine)
Date/Time: 24 September. 15:00 – 16:30
Places: 80
Cost: €5 (VAI members) /
£10 (Non-members)

Writing About Your Work
with Joanne Laws
Date/Time: 2 December. 15:00 – 16:30
Places: 80
Cost: €5 (VAI members) /
£10 (Non-members) /
FREE (Kildare-based artists)

Tuesday 29 September
Focus on Climate Chage
Time: 15:00 – 16:30
Places: 70
Cost: FREE (VAI members) /
€5 (Non-VAI members)

Tuesday 1 December
Show & Tell
Time: 15:00 – 16:30
Places: 70
Cost: FREE (VAI members) /
€5 (Non-VAI members)

Talk: Clare Gilman –
The Drawing Centre (NYC)
Date/Time: 8 October. 15:00 – 16:30
Places: 80
Cost: €5 (VAI members) /
£10 (Non-members)

Lifelong Learning Partners

Tuesday 6 October
Introducing Kilkenny
Time: 15:00 – 16:30
Places: 70
Cost: FREE (VAI members & Kilkenny-based
artists) / €5 (Non-VAI members)

