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AT THE TIME of writing, Ireland is operat-
ing under Level 5 public health restrictions, 
aimed at slowing the spread of COVID-19. 
A range of increased restrictions have also 
recently come into force across Northern 
Ireland. With the closure of all cultural ven-
ues nationwide, once again galleries are 
having to fi nd ways to supplement, extend or 
archive their exhibition programmes across 
a range of digital platforms. VAN’s Novem-
ber – December issue considers the prag-
matic, conceptual, aesthetic and institution-
al benefi ts and challenges of these virtual 
and screen-based presentations – displaced 
from physical encounters and no longer 
dependent upon bodily proximity.

The competition brief for the DCC/VAI Art 
Writing Award 2020 drew on current crit-
ical debate surrounding online exhibitions, 
with writers invited to consider whether 
this curatorial model, without signifi cant 
precedent, is an alienating or democratising 
force for the presentation of art. Applicants 
responded to the complexity of the brief 
in diverse and interesting ways. Meadhbh 
McNutt ’s winning essay is published in this 
issue, outlining the scope of current dis-
course and potential innovations in practice.

Also in this issue, Matt  Packer considers 
the proliferation of screen-based art as an 
important opportunity to reimagine the 
functionality and form of exhibitions. For the 
fi rst time, VAN’s Critique section includes 
remote coverage of two online exhibitions, 

namely ‘Not Alone’ – a travelling exhibition 
of small-scale works, initiated by Golden 
Thread Gallery, Belfast, and disseminated 
via social media – and ‘Drawn From Borders’, 
a 3D virtual gallery, developed by Artlink in 
Donegal. Also reviewed in the November/
December Critique section are: Sinéad Mi 
Mhaonaigh at The Dock; ‘The Sea Around 
Us’ at The Model; and Bernadett e Doolan at 
GOMA Waterford.

Several regional exhibitions are also profi led 
in this issue, including: Austin McQuinn at 
The Source Art Centre, Thurles; the ‘Connec-
tion’ project at Droichead Arts Centre; Orla 
Whelan at Rathfarnham Castle, Dublin; and 
‘6’ group exhibition in Kilfane Glebe House 
Studio, Thomastown, which also coincides 
with our Regional Focus on County Kilkenny. 

This issue also features coverage of sever-
al recent or ongoing festivals: Joanne Laws 
interviews Sarah Browne, Curator of TULCA 
Festival of Visual Arts 2020; Joanne also 
reports on key projects commissioned for 
Galway 2020; while Theo Hynan-Radcliff  
reviews Phase 1 of the 39th Eva Internation-
al. In addition, curator Alissa Kleist outlines 
various artistic projects realised as part of 
the Freelands Artist Programme.  

In the last issue of 2020, we are also profi ling 
several Irish organisations who have been 
celebrating milestone anniversaries this 
year, namely 25 years of Hillsboro Fine Art 
and 30 years of Backwater Artists Studio. 

Regional Focus: County Kilkenny

Art Writing Award

Critique

Exhibition

Festival / Biennale

Seminar

Project Profi le

12.  Kilkenny Arts Offi  ce.  Mary Butler, Arts Offi  cer.
  Butler Gallery. Rebecca Reynolds, Development Director .
13.  National Design & Craft Gallery. Susan Holland, Curator. 
 KCAT Arts Centre. Anja Terpstra, Coordinator.
14.  Workhouse Union. Sinead Phelan, Research Producer.
  Tony O’Malley Residency. Atsushi Kaga, Visual Artist.
15.  The Space Between. Paul Bokslag, Visual Artist.. 
 Unruly Bodies. Kate Fahy, Visual Artist. 

16.  Virtual Exhibitions: Gamifi cation and Immateriality. Meadhbh   
 McNutt  presents her winning DCC/VAI Art Writing Award 2020 essay.

18.  Sites of Abstraction. Moran Been-Noon reviews Orla Whelan’s   
 exhibition at Rathfarnham Castle.
23.  Prototypical Lifeforms. Clare Scott  refl ects on Austin McQuinn’s solo  
 exhibition, ‘Hypercarbon’.
23.  Six Artists. Catherine Marshall discusses the group exhibition ‘6’.

26.  The Eye, The Voice. Theo Hynan-Radcliff  considers Phase 1 of the  
 39th EVA International.
28.  The Law is a White Dog. Joanne Laws interviews Sarah Browne,  
 curator of TULCA Festival of Visual Arts 2020.
30.  Slow Art, Embodied Landscapes. Joanne Laws considers several  
 commissions for Galway 2020.

33.  Gaining Ground. Pauline O’Connell reports on the ‘Refl ections’   
 symposium at glór, Ennis.

34.  Intrinsic Connections. Collett e Farrell and Brian Hegarty introduce  
 the ‘CONECTION’ project at Droichead Arts Centre.
35.  New Approaches.  Alissa Kleist on the PS2 Freelands Programme.

19.  Cover Image: Sinéad Ní Mhaonaigh, Monument II, 2019.  
20.  ‘The Sea Around Us’ at The Model.  
21. ‘Drawn from Borders’, developed by Artlink. 
 ‘Not Alone’, initiated by Golden Thread Gallery. 
22.  Sinéad Mi Mhaonaigh  at The Dock. 
 Bernadett e Doolan  at GOMA Waterford.
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6 Roundup EXHIBITIONS AND EVENTS 
FROM THE PAST TWO MONTHS

Dublin Northern Ireland

Due to changing public health restrictions across 
the island of Ireland, exhibition dates may diff er 
from those published here. All dates were correct 
at the time of writing. Please visit gallery websites 
for updated information.

Hugh Lane
‘Worlds Without End: Stories Around Borders’ 
is an international group exhibition currently 
running at Dublin City Gallery Th e Hugh Lane 
until 31 Jan 2021. Th e exhibition mediates on the 
subject of borders, via diverse contributions from 
artists around the globe. Amongst the exhibition’s 
highlights are Turner Prize-winner Lawrence 
Abu Hamdan’s Walled Unwalled (2018) and Tony 
Cokes’ Evil.16 (Torture.Musik) (2009–11). Th e 
exhibition also features work by Ireland-based 
artists, including Elaine Byrne, Dragana Jurišić, 
Dermot Seymour and John Byrne. 

hughlane.ie

Pallas Projects/Studios
Jane Cassidy’s solo exhibition ‘Th e Th in Veil’ ran 
at Pallas Projects/Studios from 10 to 26 Sept, 
as part of the gallery’s Artist-Initiated Projects 
programme. ‘Th e Th in Veil’ is an audiovisual 
installation created by Cassidy while on residen-
cy at Cill Rialaig Project in Co. Kerry. Th e instal-
lation attempts to “capture the otherworldliness 
of the sea, the sand and the stars”, via the fi lm’s 
slow and magnetic rhythms. Cassidy is original-
ly from Galway and trained in music and visual 
art, holding Masters degrees in both Music and 
Media Technologies, and Digital Media Art.

pallasprojects.org

Olivier Cornet Gallery
Running at Olivier Cornet Gallery from 7 Sept 
to 7 Oct was ‘Time and Space’, a solo exhibi-
tion of new paintings by artist John Fitzsimons. 
‘Time and Space’ focused on the exponential 
possibilities of line, shape and colour to explore 
the “infi nite cosmic sprawl of time”. Th ese con-
cepts are explored via the use of quadrilateral 
motifs – a series four, four-sided shapes – fea-
tured in each painting. Th ese simple linear forms 
are modifi ed, using rules devised by the artist, to 
explore changes generated by the incorporation 
of variable factors, such as colour. 

oliviercornetgallery.com

Library Project
‘FUTURES: Irish Talents 2020’ was a group 
exhibition, organised by PhotoIreland at the 
Library Project, Dublin. Th e fi ve exhibiting 
artists have been chosen to represent Ireland 
as part of the FUTURES Photography – a 
European-wide platform for promoting emerg-
ing photographic talent. Th e fi ve artists select-
ed by PhotoIreland to take part in this year’s 
FUTURES are: Becks Butler, Garry Loughlin, 
Mark McGuinness, Shia Conlon and Vera Ryk-
lova. Th eir work was exhibited at the Library 
Project from 3 to 25 October. 

photoireland.org

Molesworth Gallery
Painter Francis Matthews presented his third 
solo exhibition at Dublin’s Molesworth Gallery 
from 5 to 30 October. Th e new body of work 
presented in ‘Figure and Void’ focuses on the 
familiar subject matter of urban arcitecture. 
A number of street-based studies focus on an 
adept use of chiaroscuro, with elements like tree 
branches painted in a photorealistic matter, lit 
from above by street lamp. Th e paintings are 
quiet and atmospheric, instilling a sense of eeri-
ness within the empty streets they show, made 
more prescient by recent lockdowns. 

molesworthgallery.com

Kilcock Art Gallery (Off -Site Venue)
Kilcock Art Gallery recently presented a solo 
exhibition of new paintings by Kildare-based 
artist Kathrine Geoghegan in a temporary ware-
house venue located in Tallaght Business Park, 
Dublin 24. ‘Shifting sands… a startling evolu-
tion’ displays a series of paintings by Geoghegan 
that document the unique ecology of Dublin 
Bay’s North Bull Island, which is home to many 
plants, animals, birds and insects. Th e exhibi-
tion ran in Tallaght from 15 to 26 Sept before 
moving to Kilcock Art Gallery’s usual venue on 
School Street in Kilcock. 

kilcockartgallery.ie

Atypical Gallery
Th e University of Atypical Gallery reopened to 
the public for the fi rst time since lockdown with 
an exhibition of paintings by mid-Ulster-based 
artist, Brian Kielt. Running from 10 Sept to 23 
Oct, ‘Confessional’ features a series of portrait 
and landscape paintings created Kielt, which 
focus particularly on human and animal nature. 
Th e works pose questions around binaries such 
as “victim and perpetrator, innocence and malice, 
and behaviour that is motivated by self-interest 
and/or survival”, with these ideas being translat-
ed into areas of light and shade in the paintings. 

universityofatypical.org

Golden Thread Gallery
Running until 20 November, Golden Th read 
Gallery are currently showing a solo exhibi-
tion of new work by artist, Joy Gerrard. ‘Put It 
To Th e People’ brings togethers a series of new 
works that document the protests against Brexit 
in London between 2018 and 2019. Th e artist 
worked with arial photographs of these protests 
and ‘re-imaged’ them through the use of Japa-
nese inks. Th e monochromatic pallette of the 
works invoke the binary oppositons of contem-
porary British politics, while also mediating on 
the complexities of image circulation. 

goldenthreadgallery.co.uk

The MAC
Recently open at Th e MAC, Belfast, is a new 
exhibition by British contemporary artist Peter 
Liversidge. Th e exhibition, which opened on 28 
Oct and continues until 24 Jan 2021, was made 
on-site at Th e MAC, with the artist setting 
up a temporary studio in the gallery, creating 
work that refl ects on the tumultuous events of 
2020. Th e exhibition is an extension of a pre-
vious project, ‘Sign Paintings for the NHS’, 
which sought to capture the mood of the Brit-
ish public during the fi rst few months of the 
COVID-19 pandemic.  

themaclive.com

Void Gallery
Following recent exhibitions at Th e Dock and 
the RHA Gallery, Alan Phelan’s exhibition 
‘echoes are always more muted’ was recently pre-
sented at Void Gallery in Derry from 5 Sept to 
31 Oct. Th e exhibition presents Phelan’s series of 
photographs, which utilise the Joly Screen colour 
photography method, created in the 1890s. Five 
new photographs from this series were present-
ed at Void. Also featured was Phelan’s fi lm, Folly 
& Diction (2020), and a new augmented reality 
work, which allowed visitors to place a virutal 
RGB hyacinth fl ower in the space around them. 

derryvoid.com

Fenderesky Gallery
On show from the 25 Sept to 24 Oct, in the fi rst-
fl oor space of the Fenderesky Gallery, Belfast, 
was a solo exhibition of paintings by  Kildare-
based artist, Mary Ronayne. Th e exhibition, 
simply titled ‘Paintings’, continues Ronayne’s 
interest in depicting families and personal his-
tories through the use of her idosyncratic style 
of painting, which uses enamel and domestic 
paint to create distorted, cartoon-like characters. 
Royane’s paintings have strong satirical readings, 
seemingly poking fun at the aristocratic fi gures 
she depicts. 

fendereskygallery.com

F.E. McWilliam
‘Living with art: Picasso to Celmins’ is a touring 
exhibition from the British Museum that is cur-
rently on show at the F.E. McWilliam Gallery, 
Bandbridge. Spanning almost 100 years of mod-
ern art, the exhibition showcases highlights from 
the collection of fi lm critic Alexander Walker 
(1930–2003), originally born in Portadown. Th e 
exhibition features works from famous fi gures 
in art, including Picasso, Philip Guston, Bridget 
Riley, Lucian Freud and David Hockney. Th e 
exhibition runs at F.E. McWilliam Gallery until 
30 January 2021 before visiting other venues.
 

visitarmagh.com

Lawrence Abu Hamdan, Walled Unwalled (video still), 2018, single channel 20-minute performance-video installation;  
courtesy of the artist and Hugh Lane Gallery

Philip Guston, Hooded, 1968, charcoal on cream paper; © The Trustees of the British Museum, reproduced by 
permission of the artist’s estate
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Regional & International

An Táin
‘Hold Steady’ is a new group show at An Táin 
Arts Centre, Dundalk, featuring artworks by 
artists involvd in Creative Spark’s 2019–2020 
artist-in-residence programme. Creative Spark 
is a Dundalk-based not-for-profit social enter-
prise, dedicated to supporting artists and cre-
atives. This was Creative Spark’s sixth annual 
residency exhibition at An Táin Arts Centre, 
featuring work by Naoimh Larkin (Down), 
Annie June Callaghan (Fermanagh), Riley 
Waite (California), Jane Campbell (Louth), 
Niamh Hannaford and Tara Carroll (Dublin).

antain.ie

Garter Lane Arts Centre
‘Monuments II’ was a solo exhibition by Cork-
based artist, Ciara Rodgers. The artist’s work 
revolves around historic and abandoned sites, 
dealing with the symbolism of man-made envi-
ronments that have been subsumed by nature, 
taking on a haunted role within the landscape. 
Incorporating detailed charcoal drawings and 
polaroid images, the artworks demonstrate 
states of dream-like nostalgia and a fascination 
with states of decay. ‘Monuments II’ ran at Gar-
ter Lane Arts Centre, Waterford, from 26 Aug 
to 26 Oct.

garterlane.ie

Lismore Castle Arts
‘Stories from Lismore and Beyond’ is a large-
scale group exhibition organised by Lismore 
Castle Arts, documenting how the COVID-19 
pandemic has affected the lives of artists and 
the general public, transforming our daily lives 
in unfathomable ways. Work was submitted by 
artists and the public following an open call 
in June 2020, including over 120 images from 
social media, alongside artworks from the LCA 
collection, as well as new sound works by Danny 
McCarthy and Mick O’Shea under The Quiet 
Club moniker. 

lismorecastlearts.ie

Grazer Kunstverein
Irish artist and educator Emma Wolf-Haugh’s 
exhibition ‘Domestic Optimism, Act One, 
Modernism – A Lesbian Love Story’ is currently 
on show at Grazer Kunstverin, Austria, until 20 
Nov. The artist grapples with issues ranging from 
colonial aethetics to sexology and the collapse of 
social housing projects, in an attempt to retell 
“modernist architectural history in the collective 
key of queer-feminist and decolonial practices”. 
The project “underscores the importance of sol-
idarity, friendship and collectivity, for our com-
munion and survival in the world today”.

grazerkunstverein.org

Green On Red at Vienna Contemporary
Dublin commercial gallery, Green On Red, 
returned to Vienna Contemporary this year, the 
only Irish gallery present at the international art 
fair, which this year took place at the 19th-cen-
tury market hall of Marx Halle. Exhibiting at 
Green on Red’s booth were artists John Cronin, 
Damien Flood, Mark Joyce, Niamh McCann, 
Ronan McCrea, David O’Reilly, Aoife Shanah-
an and Alan Butler. Vienna Contemporary ran 
from 25 to 27 Sept and Green On Red’s partic-
ipation was funded by Culture Ireland. 

greenonredgallery.com

126 Artist-Run Gallery
The group exhibition ‘Human’, featuring work 
by Barbara Knežević, Bassam Al-Sabah and 
Laura O’Connor, ran at 126 Artist-Run Gallery, 
Galway, from 26 Sept to 16 Oct. The exhibition 
featured artistic responses to notions of being 
human, the body and life. Knežević’s installa-
tion, Scapes; Citrine, focuses on the citrine gem-
stone and its aesthetic and affective properties. 
Al-Sabah’s film, Dissolving Beyond the Worm 
Moon, focuses on the body’s memory of trauma, 
whilst O’Connor’s Cultural Methods deals with 
the control and surveilance of women’s bodies. 

126gallery.com

Glucksman
Continuing until 9 Dec at The Glucksman, 
Cork, is ‘1,2,3,4 – Dance in contemporary art-
ists films’. Curated by Chris Clarke, the exhibi-
tion takes the form of a screening programme, 
showcasing moving image works with a focus on 
dance by Irish and international contemporary 
artists. To date, the programme has shown films 
by Sriwhana Spong (NZ), Ann Marie Barry 
(IE) and Wu Tsang (US). Current and upcom-
ing screenings include Loretta Fahrenholz’s 
(DE) Ditch plains (2013) and Úna Quigley’s 
(IE), Birds of My Weakness (2018). 

glucksman.org

Hamilton Gallery
Running from 9 Sept to 3 Oct at The Hamilton 
Gallery in Sligo was an exhibition of paintings 
by Northern Irish artist, Dermot Seymour. ‘The 
Settlement: Selected Paintings’ showed works 
containing arcetypcal elements of Seymour’s 
practice: cows and other farmyard animals are 
depicted in their natural surroundings, flanked 
by political symbols and imagery, such as British 
flags and painted kerbstones. In the words of the 
artist, the paintings were inspired by Seymour’s 
wanderings “around the lumpy, damp, sinister, 
and misery infested borderlands”. 

hamiltongallery.ie

Kilkenny Arts Office
Running from 12 Sept to 24 Oct was the group 
exhibition ‘Less Stress More Success’ at Kilken-
ny Arts Office Gallery. Featuring works by 
Eimear Murphy, Laura Fitzgerald and Saidhbín 
Gibson, the exhibition comments on the pre-
carity of artists’ professions in capitalist society, 
typified by a survival dependent on grant appli-
cations and short-term gigs. This exhibition 
was the first in a series of exhibitions curated 
by Rachel Botha, through her participation in 
Kilkenny County Council Arts Office’s ‘Emerg-
ing Curator in Residence Programme 2020’. 

kilkennycoco.ie

Black Tower Projects
London’s Black Tower Projects recently hosted a 
solo exhibition by Irish artist, Marianne Keating. 
‘The Moon Is Right Over My Head’ (24 Sept to 
31 Oct) dealt with the anti-colonial ties between 
Ireland and Jamaica, whilst also addressing the 
histories of the Irish diaspora in Jamaica. At the 
centre of the exhibition were films by the artist, 
focusing on Jamaica’s 1938 workers strike, to the 
War of Independence in Ireland. The exhibition 
was accompanied by an online programme of 
conversations, as well as screenings of several 
other films by Keating. 

blacktowerprojects.com

Custom House Studios & Gallery
Tinka Bechert’s exhibition ‘nature | pattern’ ran 
at Custom House Studios & Gallery in West-
port from 17 Sept to 11 Oct. The exhibition 
features a series of new paintings by the artist, 
which mark a departure from her more figu-
rative works towards to a focus on abstraction. 
Rigid grids are offset by free-form spray paint 
and impressionistic gestures, as the artist grap-
ples with ideas relating to transformative pro-
cesses, as well as bodily perceptions of organic 
forms. Bechert is the recent awardee of the VAI/
CCI Residency Award 2020.

customhousestudios.ie

The Dock
Currently on show at The Dock, Car-
rick-on-Shannon, are two solo exhibitions by 
Austin Ivers and Louise Manifold. Ivers’ exhibi-
tion, ‘Threads’, features a new multi-screen film 
work, titled The World at War, and new photog-
raphy, considering the embodied materials of 
the Cold War era. Manifold’s exhibition, ‘Air 
Looms’, focuses on the automata housed in the 
Musée d’art et d’histoire de Neuchâtel, Switzer-
land. Manifold uses these figures as a means to 
explore ideas around the self and the body. Both 
exhibitions continue until 9 Jan 2021. 

thedock.ie

Green On Red Gallery, installation view, Booth B06, Vienna Contemporary 2020; photograph courtesy of Green On 
Red Gallery

Úna Quigley, Birds of my weakness (still), 2018, digital 16mm and Super 8, 8 min 40 sec; courtesy of the artist and The 
Glucksman
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8 News THE LATEST FROM THE 
ARTS SECTOR

Niamh O’Malley has been selected to rep-
resent Ireland at the 59th Venice Biennale. 
O’Malley was announced as the selected 
artist on 5 October by Minister for Tour-
ism, Culture, Arts, Gaeltacht, Sports and 
Media Catherine Martin. O’Malley will be 
supported by the Temple Bar Gallery + 
Studios curational team, which includes 
TBG+S Director Cliodhna Shaffrey and 
Programme Curator Michael Hill, amongst 
others. 

O’Malley was selected following a com-
petitive application and interview process 
involving five other artist/curator partner-
ships. The other artists shortlisted were: 
Elaine Byrne, Marianne Keating, Niamh 
McCann and Peter Carroll, Bea McMahon, 
and Ailbhe Ní Bhriain

Niamh O’Malley’s proposal for the Irish 
Pavilion is entitled ‘To mark a space, to 
hold a spot’. The project intends to reflect 
on and emphasise the importance of the 
studio and its role in the creation of work. 

£300,000 from Culture Ireland will be 
allocated to O’Malley and the TBG+S cura-
tional team to support their Venice project. 
In recent years, Ireland has been repre-
sented at the Venice Biennale by Eva Roth-
schild’s ‘The Shrinking Universe’ (2019), 
Jesse Jones’ ‘Tremble Tremble’ (2017), 
Sean Lynch’s ‘Adventure Capital’ (2015) and 
Richard Mosse’s ‘The Enclave’ (2013). 

The 59th Venice Art Biennale has post-
poned its opening until 23 April 2022, as a 
result of the current pandemic. In total, the  
Biennale will run for seven months at sites 
across Venice. The 59th edition of the Bien-
nale will be overseen by New York-based 
curator Cecilia Alemani. 

The 17th Venice Architecture Biennale, 
titled ‘How Will We Live Together?’ has 
also been postponed, now opening on 22 
May 2021. Ireland will be represented in 
the Architecture Biennale by the multidis-
ciplinary collective Annex, which features 
artists Alan Butler and Sven Anderson. 

Niamh O’Malley Set for Venice Biennale

DCC/VAI Art Writing Award Winner
Visual Artists Ireland, in partnership with Dub-
lin City Council’s The LAB Gallery, are delight-
ed to announce Meadhbh McNutt as the win-
ner of the DCC/VAI Art Writing Award 2020. 
McNutt’s winning essay, focusing on the criti-
cal discourse surrounding online exhibitions, is 
published in this issue of The Visual Artists’ News 
Sheet. She will contribute to subsequent issues of 
VAN, as well as The LAB Gallery’s 2021 pro-
gramme, and will receive a €1,000 honorarium.

Meadhbh McNutt is an Irish art writer 
whose work traverses criticism, creative writing 
and critical theory. She holds an MA in Aes-
thetics & Art Theory from Kingston Universi-
ty, London, and has previously contributed to a 
range of Irish and international art publications, 
such as Tank Magazine, Circa, The Visual Art-
ists’ News Sheet and Thinking Catherine Malabou 
(Rowman & Littlefield), as well as working as 
a copyeditor. McNutt also recently facilitated a 
writing workshops at CCA Derry~Londonder-
ry, entitled ‘Should Artists Write?’ 

The panel of judges this year comprised: Shee-
na Barrett (Assistant Arts Officer, Dublin City 
Council and Curator, The LAB), Joanne Laws 
(VAN Features Editor), Christopher Steenson 
(VAN Production Editor) and Chris Clarke 
(Critic and Senior Curator at The Glucksman). 

The previous DCC/VAI Art Writing Award 
winners are: Lily Cahill ‘Rock the Casbah’ 

(2019); Sue Rainsford ‘Serpents and Clay’ 
(2017); Rebecca O’Dwyer ‘Attentive Festivalisa-
tion’ (2015); Joanne Laws ‘Commemoration – A 
Forward-Looking Act’ (2013); and James Mer-
rigan ‘The New Collectivism’ (2011). 

£29m COVID-19 Arts Funding for NI  
On 24 September, the Northern Ireland Stor-
mont Executive announced an allocation of £29 
million funding to support Northern Ireland’s 
arts sector, as it deals with the financial conse-
quences of the COVID-19 pandemic. 

The £29 million in funding comes from 
a £1.57 billion emergency support package 
announced by UK Culture Secretary Oliver 
Dowden in July of this year. Through this finan-
cial support, Northern Ireland was entitled to 
£33 million in arts funding, as determined by 
the Barnett formula. However, such allocations 
made to the Northern Ireland Executive are not  
ring-fenced for their original purpose.  There-
fore, the Department of Communities had to 
make a researched bid to the Executive for the 
funding to be allocated accordingly. As a result, 
£29 million of the original £33 million funding 
was given to the arts sector. 

In a statement made on 25 September, the 
Arts Council of Northern Ireland said they 
were “heartened to see that the majority of the 
funding announced today is aimed at helping 
our core arts and cultural organisations, as well 

as artists and creative practitioners, get through 
this crisis to year-end”

€130m Funding for Arts Council of Ireland
The Arts Council of Ireland have been allocat-
ed a total of €130 million in funding for 2021, 
under the Irish Government’s new budget, 
announced on 13 October. This increase of €50 
million is the highest ever level of state-backing 
that the Arts Council has received. 

The Arts Council’s Chair, Kevin Rafter, stat-
ed that the “historic” allocation from the exche-
quer will be used to “help the Arts Council pro-
tect jobs and livelihoods as well as help key arts 
organisations experiencing financial difficulties 
as they continue to deal with the crisis in 2021”. 
An additional €50m has also been allocated to 
support the live entertainment sector, aiding 
thousands of jobs that have either been affect-
ed or essentially disappeared, due to months of 
lockdown and varied public health restrictions.  

This extra €50 million in funding is the 
result of a sustained lobbying campaign carried 
out separately by both the Arts Council and 
the National Campaign for the Arts (NCFA). 
The NCFA have stated that they welcomed the 
increase in funding, noting that it demonstrates a 
“clear commitment from Government to ensur-
ing that both funded and commercial arts can 
survive, recover and thrive in 2021”. The NCFA 
also noted other positive aspects of the Govern-

ment’s 2021 budget, including provisions for 
artists receiving the Pandemic Unemployment 
Payment (PUP) to earn €120 per week, without 
losing their PUP payment. However, there were 
concerns raised that reduced tiered payment 
rates for PUP were still in place. 

€1m Fund For Purchase of Irish Artworks
The Minister for Tourism, Culture, Arts, Gael-
tacht, Sport and Media, Catherine Martin 
TD, announced that significant funding of €1 
million has been approved for the Irish Muse-
um of Modern Art (IMMA), Dublin, and the 
Crawford Art Gallery, Cork. The funding will 
enable both institutions to acquire new works 
for their collections by artists living and work-
ing in Ireland. The fund is designed to support 
artists during the COVID-19 pandemic, whilst 
also expanding both IMMA’s and Crawford Art 
gallery’s national collections. 

The €1m in funding allocated by Minister 
Martin has been shared out to give €600,000 
to IMMA and €400,000 to the Crawford Art 
Gallery. Speaking about the funding, Craw-
ford’s Director, Mary McCarthy, said: “With 
exhibition opportunities and international tour-
ing opportunities limited in these COVID-19 
times, this acquisition fund will enable Craw-
ford Art Gallery and IMMA to continue to 
promote artists and their work by adding to the 
National Collection”. 

Niamh O’Malley, ‘handle’, installation view, Royal Hibernian Academy; photograph by BoweO’Brien, 
courtesy of the artist 
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What Are Exhibitions For, Again? Word Upon Word Upon Fallen Word 

MATT PACKER CONSIDERS A NEED TO REIMAGINE THE 
FUNCTIONALITY AND FORM OF EXHIBITIONS.

FRANK WASSER TRACES THE ART HISTORICAL SIGNIFICANCE OF 
LAWRENCE WEINER’S TEXT-BASED ART.

Columns

Curation Art Writing

A COUPLE OF years ago, in those halcyon days 
of seminar rooms crowded with bodies and the 
preamble of projector problems, I took part 
in a panel talk titled ‘What are Exhibitions 
For?’ organised by students at IADT. I can 
barely remember what I spoke about, nor the 
contributions of the other panellists, but the title 
question of the panel discussion haunted me 
then and returns to haunt me again – especially 
now that exhibitions themselves are being 
quickly redefined as experiences for the screen. 

In over 12 years of making exhibitions in 
physical space, and learning to make exhibitions 
before that, I had never previously been asked 
the question so pointedly. I could always muster 
things to say about exhibitions; I was sensitive 
to their special ways of bringing things together, 
believing in the relationships, artistic registers, 
activations that are possible between artworks 
that share space in a room. It seems strange to 
admit that the bigger question of what for? was 
never part of my momentum. 

The question of the panel talk at IADT was 
not being asked from a position of artistic igno-
rance or disinvestment, of course. It was being 
asked by a cohort of degree-level art students 
at a reputable art school – a position that was 
intrinsic and embedded with the values of artis-
tic practice. It was from this position that the 
exhibition (as a format of presentation; as a for-
mat of artistic experience) became a question of 
implicit functionality, whether that function was 
for themselves, their practices, or the constella-
tion of publics they sought to address. 

As someone who has defined their work pri-
marily through exhibition-making (as a curator 
and as an organisational director), the question 
‘What are Exhibitions For?’ ping-ponged in 
my brain between positions of defensive retro-
spection and excitable speculation. The question 
suggested that the values of exhibitions and 
exhibition-making were not self-evidencing 
(to art students, at least) in the way that I had 
often assumed them to be. It also suggested that 
exhibitions were accountable to the conditional 
effects of how art could be seen, received, and 
circulated; in turn, suggesting – in theory, at least 
– the efficacy of other organisational models. For 
a generation of art students who were developing 
their practices in the context of a housing crisis, 
the depreciations of the home, the studio, and 
diminishing opportunities to exhibit their work, 
could logically translate into critical scepticism. 
It wasn’t just about certain kinds of exhibitions 
that displayed certain kinds of content that were 
being required to prove their instrumental worth 
and relevance – it was exhibitions in their most 
general sense. 

Despite a long and rich history of artists 
who have worked beyond the exhibition – pro-
ducing their work in public spaces, educational 
environments, through publishing, broadcast 
networks, and the postal system, for instance 
–  the exhibitionary assumptions of the visual 
arts still dominate the organisational infrastruc-
ture and its immediate horizons. It’s there in our 
educational models, funding frameworks, in the 
architecture that is built, in the cultural policy 

documents that are written, and in the attitudi-
nal and behavioural imaginations of a visual arts 
audience. When we consider that the exhibition 
format that we’ve inherited is quite specifical-
ly and directly descendant from the white and 
wealthy context of 19th-century European soci-
ety, it’s perhaps remarkable that the exhibition 
(as a format of presentation and artistic experi-
ence) has so far survived the dismantlement and 
decolonisation that continues to reshape institu-
tions and other public arenas.   

In the years that immediately preceded our 
current COVID-19 predicament, the exhibi-
tion had taken us as far as what Stephen Wright 
describes as a ‘sustaining environment’; so much 
so that any comparable infrastructural imagi-
nary for artistic production and its public recep-
tion has been increasingly hard to conceive.   

In April 2020, however, we saw the beginning 
of a sudden online migration of the ‘exhibition’ 
by organisations and galleries whose physical 
spaces were made inaccessible by the pandemic. 
Most of the examples that I encountered could 
be more accurately described as screen-based 
exhibitions, especially because it was the digital 
screen, rather than their online status as such, 
that characterised the experience. It wouldn’t be 
entirely accurate to call them exhibitions either. 
Screenings of artists’ video via Vimeo links, 
embedded into institutional websites that were 
only ever designed for promotional or infor-
mational communication; slide sequences of 
rectangular paintings, flatly photographed with 
the same archival austerity; three-dimension-
al renders of gallery spaces that are navigable 
with a touchpad, not dissimilar to the sketch-
up models that many larger organisations use to 
mock up their installation plans. I have not yet 
seen the migration of programme content online 
resulting in any new interfaces or platforms of 
experience for the way that art is either pro-
duced or encountered; it mostly seems to force 
art to perform its old exhibitionary resemblances 
in the digital corridors of the institutional office. 

Of course, as the Director of EVA Interna-
tional – a biennial that had to remodel its pro-
gramme into a phased and blended schedule of 
venue-based, online, and offsite presentations – I 
am entirely sympathetic to the difficulties that 
have led many exhibition-orientated organisa-
tions online, with little other immediate oppor-
tunities to continue their work. I am not so 
concerned with art being online or being viewed 
on a screen in principle. My concern is precisely 
that, in the scramble to emerge from this ongo-
ing crisis, we might miss an opportunity to recast 
a new imagination for the way that visual art can 
enter and circulate in the world. I’m increasingly 
unsure that the ‘exhibition’ provides a relevant or 
useful model for thinking this through. 

Matt Packer is the Director of EVA 
International.
eva.ie

THE SMELL OF hops that bellows from the 
Guinness factory, spreading vehement whiffs of 
the unorthodox throughout Dublin’s Liberties, 
features as a constant in my childhood memories. 
At the age of seven, on a grey, damp afternoon, I 
decided to venture beyond the parameters which 
my parents permitted, to investigate the origins 
of this immense, analeptic aroma. 

As I got closer to the source of the smell, I 
found myself on cobblestoned streets, nego-
tiating slippery, redundant tramlines, among 
buildings so high that a smog concealed the 
rooftops. Gazing at the brickwork of the build-
ings that surrounded me, my eyes fell upon 
enormous blue letters which read: STONE 
UPON STONE UPON FALLEN STONE. 
What was this? Why was this here? Who put it 
there? Why were the letters blue? How long had 
it been there? I didn’t know it at the time, but I 
was looking at an artwork by Lawrence Weiner.1

I started to imagine hundreds of workers 
placing each brick of the building into place. 
I imagined their clothes, the clouds of hot air 
pluming from their mouths as they constructed 
the building on harsh, wintery days. I imagined 
the sludge of freshly mixed cement blending 
with the scent of melting tarmac. Imagining (as 
opposed to imaging) is not a pictorial preoccu-
pation. Imagination is a projection – the exteri-
orising of ideas about the nature of seeing. I was 
starting to construct and, in turn, deconstruct 
the reality that surrounded me. I had started to 
think critically about an artwork, probably for 
the first time. 

Walking further along Rainsford Street, I 
came across the same statement As Gaeilge: 
CLOCH ÓS CIONN CLOICHE ÓS 
CIONN CLOCH LEAGTHA. I began 
exploring other aspects of the building and the 
ground beneath me. My encounter with this 
artwork changed the way I viewed my environ-
ment. This is an invitation of Weiner’s work, not 
simply (as the artist puts it) to “fuck up some-
body’s day on their way to work” but to “fuck up 
their whole life” – with reference to the capacity 
of art to “present logic structures” that can alter 
someone’s “perception of their entire existence”.2

Born in the South Bronx in 1942 and self-
taught, Weiner was a leading protagonist in the 
advent of conceptual art in the 1960s. His work 
often takes the form of what he describes as 
language plus “the material referred to” – most 
commonly large, text-based sculptures that man-
ifest as an invitation for the reader or ‘receiver’ to 
consider their place in a world. Arguably, Wein-
er’s work is dualistic, in that it exists both in the 
mind of the receiver, and in the physicality that 
the words and other materials hold, manifesting 
as a piece of writing-as-sculpture. The invitation 
of the work (for the receiver to consider their 
place in a world) can be accepted or declined like 
any other invitation. However, the effect of the 
invitation might be contorted by the receiver’s 
familiarity with the wider context of the artist’s 
work, whereupon questions around the consis-
tency of a particular font or line and the econom-
ic entanglements of the contemporary art world, 
might poke holes in the intention of the maker. 

Weiner’s work is a form of Marxist analysis in 
that it invites the receiver to consider the mate-
rials, labour, conditions and relationships that 
the receiver embodies in relation to the govern-
ing ideology of the built world – that of capi-
talism. Weiner’s permanent artwork in IMMA, 
(…) Water & Sand + Sticks & Stones (…), may be 
the first work visitors encounter upon entering 
the courtyard from the East Arch. It is a work 
which again invites or reminds the receiver that 
the museum is, in and of itself, a construction 
made from some of the most elemental mate-
rials taken from the earth. How these dynamics 
play out in a contemporary art gallery context 
can be considered by the reader when visiting 
Weiner’s upcoming exhibition at Kerlin in late 
November.

The economic boom that America experi-
enced during the late-1950s had a profound 
impact on the semiotics of the built environ-
ment, as experienced through mass media and 
advertising structures like billboards and neon 
signage. Although less an influence on the prac-
tice of Weiner, it is unquestionably a determin-
ing factor in the work of Weiner’s contempo-
raries and those who came after, most notably 
Bruce Nauman and Jenny Holzer. Nauman 
created his first iconic neon piece, The True Art-
ist Helps the World by Revealing Mystic Truths 
(1967) after appropriating a neon advertise-
ment for beer, which was hanging in the win-
dow of his 1968 San Francisco studio, a former 
grocery store. 

In 1976 Jenny Holzer moved to New York 
City to participate in the Whitney Museum’s 
Independent Study Program. At that time, the 
Whitney favoured supporting pedagogies that 
positioned artists as researchers and featured a 
comprehensive reading list, dense with philos-
ophy, mirroring much of the changes that had 
occurred across art education globally in the late 
1960s. Holzer transformed some of the ideas 
that she was encountering in these prescribed 
texts into her first public artworks, titled ‘Tru-
isms’ (1977–79), which comprised hundreds of 
aphorisms and slogans she distributed public-
ly via stickers, pamphlets and later using elec-
tronic media. Holzer’s statement, ‘ABUSE OF 
POWER COMES AS NO SURPRISE’, now 
features on t-shirts available to purchase in the 
Tate gift shop, a truism not lost on the 313 staff 
recently made redundant by the institution. 
Text-based art and writing as material evolved 
over the decades, not just with changes in tech-
nology but also wider political ideologies, not 
least in the relational practices that emerged in 
the 1990s. 

Frank Wasser is an Irish artist and writer 
who lives and works in London. He is a PhD 
candidate at University of Oxford. 

Notes
1 Weiner’s text work, Stone upon Stone upon Fallen Stone 
1983, Cloch ós cionn cloiche ós cionn cloch leagtha, was com-
missioned for ROSC’84, for an external wall of the old 
Guinness Hop store on Rainsford Street, Dublin 8.
2 Thessaly La Force ‘Lawrence Weiner’, The Paris Review, 
14 February 2011 (theparisreview.org). 
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Nocturnes

CORNELIUS BROWNE DISCUSSES HIS IMPULSE TO PAINT 
OUTDOORS AT NIGHT.

BETWEEN HARVEST MOON and Crow Moon, 
for the past few years, I have taken to painting 
at night. A spirit of adventure seized me one 
evening, as I stood on the porch of my log-cabin 
studio. Above wind-sculpted pines (planted 
by my father when I was an infant) rose the 
Hunter’s Moon, waxing gibbous. I stood for a 
long time, my mind emptying itself. The next 
night, under a full moon, I headed out with easel 
and paints, crossing squelchy fields, wondering 
how I’d find my way back by torch alone, should 
clouds obscure the lamp in the sky. 

Painting outdoors at night, admittedly, is 
borderline impossible – hence its seductive-
ness. Unlike day painting, I soon learned, it does 
require planning. Familiarity with the terrain is 
key and it’s worth bearing in mind that nightfall 
is the natural home of strangeness. Ground that 
I know like the back of my hand during daytime 
becomes a wayward prankster when I can no 
longer see. Walking and sketching during day-
light hours helps me construct the framework 
to confidently pursue nocturnal painting. This 
‘daylight scaffold’ can keep me from losing my 
footing, as I memorise the ditches, streams, bog-
holes, mires, whins, briars and loose rocks. 

Most forays by painters into the night have 
traditionally been conducted indoors, in bright-
ly lit studios, often producing essentially topo-
graphical scenes transformed by the effects of 
moonlight. This falls somewhat short of the 
scope offered by darkness, as perceived by certain 
historical thinkers. Sir Thomas Browne, the sev-
enteenth-century polymath, lauded the greater 
revelations of the universe afforded by reduced 
light: “Were it not for darkness and the shad-
ow of the earth, the noblest part of the creation 
had remained unseen”.1 In his nineteenth-cen-
tury sermons, celebrated Scottish churchman, 
Thomas Chalmers, found “much in the scenery 
of a nocturnal sky, to lift the soul to pious con-
templation.” Chalmers spoke of night giving us 
the power to withdraw from the earth and “rise 
in lofty abstraction from this little theatre of 
human passions and human anxieties”.2 

Standing before the overwhelming black-
ness of the sea or tilting my gaze towards an 

infinity raging with stars, I do sometimes feel 
myself elevated in a way that Chalmers or 
Browne might commend. More often, however, 
I feel irredeemably earthbound. Daylight scaf-
fold notwithstanding, by the time I am before 
my easel, brush in hand, thorns and burs have 
pierced my skin, roots and tendrils have caught 
at my feet, I am cold and damp, have possibly 
trod in cow dung, and know I will emerge into 
the light a mud-spattered spectacle. Rather 
than lofty abstraction, I begin to feel like a wild 
animal, aware of an odd propinquity growing 
between myself and creatures rustling in the 
undergrowth. 

This radical form of running wild as a paint-
er is quickened by the rudimentary palette that 
darkness demands, the limited brushes, the 
overall material leanness. And just as my palette 
bears little resemblance to its daytime self, the 
same holds true for my vision. I use my torch 
sparingly; I have never considered a headlamp. 
As I paint, therefore, in places devoid of artifi-
cial light, the luminance level is so low that the 
colour cones in my eyes shut down and I see only 
with the rods. Once, midway through a paint-
ing, I saw two badgers emerge from their sett, 
and I realised that our eyesight at that moment 
was probably very much alike, perceiving shapes 
rather than details and almost colour blind. 
Painting at night, I’m haunted by the presence 
and pressure of the primitive world against our 
own. Instinct kicks in. Time and again I experi-
ence a oneness with the sweeping countryside 
alive in its darkness, and once in a while, what 
Minister Chalmers might call a soul is lift-
ed towards the heavens. Painting the moon by 
moonlight itself, for me, creates one of those rare 
spaces where art edges closer to magic.

Cornelius Browne is a Donegal-based 
artist.

Cornelius Browne, Harvest Moon Rising (detail), 2018, oil on board; photograph courtesy of the artist

Plein Air

IT IS A bright, fresh day at the beginning of 
August when the Irish-language collective, Cúl 
an Tí, launch their latest project, Iontais an tSao-
il, on the grounds of the Spiddal Craft Centre 
in County Galway. Iontais an tSaoil is a mobile 
library of handmade books, submitted by local 
artists. It is a bright blue wooden structure, 
standing over six foot, with a sloped roof and 
two doors which open out to reveal an intimate 
interior – a space just big enough for the average 
person to step into. Inside, the walls within are 
lined with shelves, which are filled with hand-
made books. Attendees approach individually, 
don a pair of protective gloves and select a book. 
Awaiting your turn is not like the long queues 
we see now outside galleries – here, people mill 
about, eyeing up the blue, obelisk-like structure 
and chatting at a distance. There is a sense of 
excitement in the air. While social distancing 
and gloves are of course a precaution against the 
ever-present virus, they lend the experience a 
touch of intimacy – as though one were selecting 
and examining valuable books in a private library.

Cúl an Tí is a Connemara-based collective, 
launched in 2017 by Nuala Ní Fhlathúin and 
currently run by Lelia Ní Chathmhaoil, Andrea 
De Rossi and Aoife Casby. The group works to 
bring art events to their area of Cois Fharraige, 
a vibrant Gaeltacht in Connemara. Two of the 
main aims of the collective are to create artistic 
development opportunities for artists in the area, 
and to forge a stronger relationship between 
contemporary artists and the Gaeltacht commu-
nity. Their list of projects to date is extensive and 
impressive. The collective has participated in the 
traditional music festival, Traid Picnic, for the 
past two years, curating diverse visual art pro-
grammes for the festival. In 2019 they presented 
the exhibition ‘Deasghnátha Chladaigh’ at the 
Heritage Centre in Leitir Meallain, which then 
toured to the Dánlann Gallery in NUIG, as part 
of the Galway Fringe Festival.

The collective has facilitated many public 
talks over the past three years – events which 
have proved particularly significant and reward-
ing in terms of both artistic development and 
community engagement. Artists Dominic Thor-

pe, Deirdre O’Mahony and Gareth Kennedy are 
among the exciting array of speakers to date. 
Topics have ranged from art practice through to 
local history. These talks are intended to encour-
age engagement and learning in both the artistic 
community and the wider public. The current 
project arose from the distinct lack of dedicated 
art spaces in Cois Fharraige. Without a physical 
building readily available in which to launch a 
more traditional exhibition, the group decided 
to create their own space. The transience of the 
structure mirrors the movement of a rural arts 
community without a fixed art centre; there is no 
focal point in this community for meeting oth-
er artists and exploring new ideas. This project 
attempts to call attention to this problem, while 
also serving as a repository of ideas and artistic 
processes. The project was conceived in February 
of this year, with a call out to local artists. By 
the time lockdown descended upon the coun-
try, a steady stream of books was already filling 
the library. It seemed fitting that the call for 
submissions would coincide with a time when 
many people were at home, searching for ways 
to fill their days, and grappling with a myriad of 
fears and emotions that are suited to the journal 
form. Books continue to arrive, and the library 
continues to move around Cois Fharraige. Cúl 
an Tí have also been running papermaking and 
bookmaking workshops, open to the public, in 
the hopes of engaging and encouraging those 
outside the artistic community to participate in 
the project.

This library is funded by Galway County 
Council and is part of a wider project, funded by 
Ealaín na Gaeltachta, which further explores the 
relationship between the ‘book-object’ and the 
art object. The collective is currently in the pro-
cess of publishing a collection of works, which 
will act less as a traditional book, and more as an 
exhibition space in its own right. 

For information on submitting to the mobile 
library, please contact culanti@yahoo.com

Lara Ní Chuirrín is a writer and a student 
of Art history, based in Cork city.

Artist Publishing

Mobile Art Library 

LARA NÍ CHUIRRÍN DISCUSSES A MOBILE LIBRARY OF ARTISTS 
BOOKS, INITIATED BY CONNEMARA COLLECTIVE, CÚL AN TÍ.

Cúl an Tí, Iontais an tSaoil; photograph by Lelia Ní Chathmhaoil, courtesy of Cúl an Tí

Notes
1 Simon Wilkin (Ed.), The Works of Sir Thomas Browne 
(London: William Pickering, 1836) Vol II, p551.
2 Thomas Chalmers, Discourses (London: 1817) Vol I, 
pp24-6.
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KILKENNY ARTS OFFICE works to develop, 
coordinate, motivate, inspire and strengthen 
artistic activity throughout the city and county. 
We focus on the development of artistic practice, 
engaging both artists and support staff in our 
projects and long-term programmes. We offer 
professional and practical development initia-
tives across all art forms, affording practitioners 
the time and space to develop their work. We 
also have a strong commitment to community 
arts practice, education and support, managing a 
number of community-based programmes that 
aim to build audiences, develop capacity and 
increase civic participation. Collaborative and 
partnership-based approaches feature highly in 
the execution of our work, as we understand and 
appreciate the benefits of this approach in devel-
oping and sustaining long-term programmes. 
Our partners include Visual Artists Ireland, 
Kilkenny/Carlow ETB, Ossory Youth, and the 
Library Service, amongst others. Fundamentally, 
we continually seek to find progressive ways of 
working with and for artists and communities.

Examples of our work include ArtLinks, 
a four-county partnership between Car-
low, Kilkenny, Waterford and Wexford Local 
Authorities. This partnership offers profession-
al development opportunities for artists across 
art forms, providing vital funding, training and 
mentoring support for a diverse community of 
artists across the South-East region. Individual 
bursaries for emerging and professional artists 
are part of our annual programme. 2020 saw us 
introduce a new Collaboration Award, which 
aims to encourage collaboration between artists 
across the ArtLinks counties, supporting artists 
seeking to expand their practice and networks 
regionally. We are aware of the significance of 
placing the artists’ voices centre-stage and to 
this end, have reinvigorated our social media 
presence, enabling us to tell the stories of our 
Artlinks members more rigorously. 

We also administer various other grant 
schemes that provide developmental opportuni-
ties for our artists. Some of our recently fund-
ed projects include the KCAT Open Studio 
project, which will be an opportunity to cele-
brate the work of KCAT in the Butler Gallery. 
Another project, called ‘Na Cailleacha’, focusses 
on the collaborative practices of seven women 
artists and an arts writer, ranging in age from 
65 to 83. In response to COVID-19 we organ-
ised a 12-week programme, entitled ‘Wednesday 
Weeklies’. This was a series of online meetings 
devised to support practitioners in identifying 
ways of dealing with the ongoing health restric-
tions, which, for many, was having a major 
impact on their work and livelihoods. Over the 
course of the series we explored three broad 
themes, research and your practice, social media 
presence and wellbeing. Each of the sessions 
were designed to be informal and interactive, 
guided by a roster of experienced practitioners 
who could support and guide participants. The 
series was described as a “lifeline” by many of 
who took part in the programme.

Our ‘Emerging Curator in Residence’ pro-
gramme enables emerging curators to further 
their experience, practice and knowledge by 
curating three exhibitions across a ten-month 
period for the Kilkenny Arts Office Gallery. 
The programme benefits the selected curator’s 
careers by allowing them to develop and expand 
their artistic and creative networks, including 
the diversity of their relationships to the cultural 
sector. They receive ongoing mentorship, as well 
as support and assistance by working along-
side Arts Office staff, benefitting from our own 
experience and expertise. Last, but not least, the 
programme also benefits the creative sector as a 
whole, by enhancing Kilkenny’s cultural offer-
ings to local and national audiences alike. To 
date, this relatively new programme has worked 
with curators Leah Corbett (2019) and Rachel 
Botha (2020), as well as various artists, including 
Eimear Murphy, Laura Fitzgerald, Saidhbhín 
Gibson, Robert Dunne, Rory Mullen and Isabel 
English. 

Our adult and children’s community and edu-
cation programmes – such as Open Circle Arts, 
Siamsa and the Bookville Festival – provide 
work opportunities for a number of visual art-
ists. In particular, our Open Circle programme 
facilitates networking opportunities for those 
involved. Fundamentally, the Arts Office con-
tinually strives to strengthen Kilkenny’s position 
as a centre of excellence for the arts. Our ulti-
mate aim is to ensure a successful and thriving 
arts environment within the region.

kilkennycoco.ie/eng/Services/Arts

LOCATED IN THE heart of Kilkenny city, Butler 
Gallery is a vibrant contemporary art gallery and 
museum which recently relocated to the historic 
Evans’ Home and now boasts one of the fin-
est exhibition spaces in Ireland. Central to the 
Butler Gallery’s move from Kilkenny Castle to 
Evans’ Home was the need to find a home for 
the Butler Gallery Collection which, since its 
beginnings in 1943, has flourished, with works 
dating from the 1830s to the present day.

The Butler Gallery Collection is exhibited 
across seven galleries highlighting work from 
renowned Irish artists such as Paul Henry, Lou-
is le Brocquy, Mainie Jellett, Patrick Scott and 
Evie Hone, to name but a few. The ‘Collections’ 
exhibit will be rotated twice a year and is made 
up of work acquired through purchases, dona-
tions, and artworks that are on long-term loan 
to the gallery. The collection embraces a variety 
of disciplines and genres from painting, drawing 
and printmaking, to sculpture, photography and 
video. The Butler Gallery is also honoured to 
have been entrusted as the caretaker of artworks 
by the Irish artist Tony O’Malley (1913–2003), 
donated by his wife and artist, Jane O’Malley. 
Butler Gallery honours both artists with a wing 
of the museum dedicated to their work.

Butler Gallery has one of the finest con-
temporary art spaces in Ireland, with a dou-
ble-height main gallery. The initial 12 months 
of programming in this space highlights several 
Kilkenny-based artists of international repute, 
in addition to emerging Irish artists. The current 
exhibition, ‘WolfWalkers’, is in collaboration with 
Oscar-nominated Kilkenny-based animation 
studio, Cartoon Saloon. This is Butler Gallery’s 
third collaboration with Cartoon Saloon, with 
the exhibition running until 17 January 2021.

‘WolfWalkers: The Exhibition’, draws its 
inspiration from the WolfWalkers film, set during 
medieval times in Kilkenny and brings together 
many aspects of our natural, built and cultural 
heritage. The exhibition was designed by Steven 
McNamara, founder of award winning studio 
ROJI. Suitable for audiences of all ages, the 
exhibition is a sensory multimedia experience, 
featuring core working drawings and original 
artwork from the film. 

Following ‘WolfWalkers: The Exhibition’, 

Butler Gallery has programmed an exhibition 
by Kilkenny-based artist, Blaise Smith, which 
will run from the end of January to the end of 
April 2021 and will feature a selection of still life 
works. This will be succeeded by a group paint-
ing exhibition, introducing the work of Ireland’s 
next generation of painters.

From August to October 2021, and with 
the Kilkenny Arts Festival as a producing part-
ner, Butler Gallery will present Kilkenny art-
ist, Richard Mosse’s triple-screen installation, 
Incoming. Incoming documents the journeys of 
refugees into Europe and will be the first time 
a work of this scale and nature has been possi-
ble to exhibit in Kilkenny. The final exhibition of 
2021 will be a touring exhibition of artist Ciaran 
Murphy’s work. 

In addition to a double-height main gallery, 
the move to Evans’ Home has also given Butler 
Gallery a dedicated Learning Centre to facili-
tate the diverse Learning and Public Engage-
ment Programme. Since opening in August, a 
modest but lively series of live and online activi-
ties has been implemented and delivered by our 
artists panel; including monthly adult art classes 
and a children’s programme, as well as season-
al events and family days. We continue to build 
our access supports and programmes for visi-
tors, with additional access requirements offer-
ing live audio described tours for people with a 
visual impairment and programmes for adults 
with dementia and Alzheimer’s. To support our 
schools programme, we have created a host of 
new online school resources for teachers, such 
as ‘Home Studios’ and ‘Collection Worksheets’.  

In addition to seasonally-based workshops 
for all ages, November and December 2020 will 
see an extensive series of WolfWalker-inspired 
events and activities for families, children and 
adults, focused on art and biodiversity, and medi-
eval Kilkenny. With the addition of the Learn-
ing Centre, Butler Gallery is able to offer guest 
artists residencies for the first time in our history. 
We plan to expand this programme in the com-
ing years, in particular to reflect a very special 
donation of darkroom equipment and cameras, 
which will be announced in full next year.

butlergallery.ie

Amelia Stein, ‘The Bloods’, installation view, Butler Gallery; photograph by Brian Cregan, courtesy of Butler Gallery

Eimear Murphy, Hair Correspondence, 2020, installation 
view, ‘Less Stress More Success’, (12 September – 24 
October), Kilkenny Arts Office Gallery; photograph by 
Nathan Cahill, courtesy of the artist and Kilkenny Arts 
Office
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KCAT Arts CentreNational Design & Craft Gallery

Anja Terpstra
Coordinator

Susan Holland
Curator

KCAT IS A multidisciplinary arts centre in Cal-
lan, County Kilkenny. We’re dedicated to the 
fostering and nurturing of creative ambition 
and professional development in the arts. We 
believe that everyone, regardless of background, 
age, gender or ability, should have access to the 
creative world – as students, participants, artists 
or audiences.

KCAT facilities comprise studios, classrooms 
and a library, as well as ceramics and sculpture 
facilities for the 14 core studio artists and over 
100 weekly students, who study various aspects 
of visual and performance arts, from ceramics 
and sculpture, to dance. KCAT also hosts Equi-
nox – an ensemble-based theatre company ded-
icated to the creation, development, production 
and touring of new inclusive theatre work.

The environment of KCAT Arts Centre cre-
ates a learner-centred approach to adult art edu-
cation. Our visual arts and performance-based 
courses focus on inclusive practises and models 
of education. Our students are people both with 
and without disabilities. We do not pretend that 
we are all the same or equal; instead we revel in 
our differences. This very act of focusing on – 
and honouring – our individual differences, blurs 
the boundaries between ability and disability 
and allows a space to nurture individual creative 
potential. It encourages all our artist students to 
achieve excellence. We believe that including 
diverse communities as part of our courses is the 
higher goal of excellence in art education, cre-
ating valuable exchanges of knowledge that can 
ultimately enrich our current practices.  

The artists at KCAT are the engine that 
motivates, drives and steers our direction. The 
framework of our programming is reflective of 
our artist-led ethos. We must be able and willing 
to adjust and modify our programme according 
to the needs of the artists and audiences that we 
cater to. All of our facilitators and profession-
al collaborators are artists with a demonstrable 
track record of excellence in their field and a 
genuine excitement and dedication to working 
inclusively.

KCAT was founded in 1999 and has con-
tinued to grow, develop and evolve according to 
need and demand since then. The stability and 
assured continuity of KCAT means that we can 

maintain a constant presence in people’s lives. 
New students attending our courses can real-
istically aspire to be professional artists; and, 
in turn, the professional artists we facilitate can 
develop ever more ambitious projects, collabo-
rations and partnerships. By fulfilling these key 
points, KCAT is evolving and changing percep-
tions and misconceptions around the arts, dis-
ability and participation.

‘The Engagement Project’ began in 2014 
when we invited artists to join the studio at 
KCAT, as part of an open day to share ways of 
working, and to foster new relationships between 
artists from all over the country and KCAT’s 
studio artists. We had no prescribed outcomes 
in mind, and so the results have been excit-
ing and fascinating to watch. What emerged 
was a sharing of ideas, creativity, openness and 
a tremendous amount of respect as a series of 
relationships between the visitors and the host 
artists began to grow. These relationships were 
based on verbal and non-verbal communication, 
mutual observation and a sense that, whatever 
about developing as artists we were all grow-
ing as people, more aware of different ways of 
being and creating in the world – more confi-
dent, more questioning of assumed values and 
standards in the arts. Amongst the various art-
ists that took part were: Saturio Alonso, Steven 
Aylin, Thomas Barron, Declan Byrne, Francis 
Casey, Diana Chambers, Mary Coady, Eileen 
Mulrooney, Lorna Corrigan, Sinéad Fahey, Fer-
gus Fitzgerald and Mary Ann Gelly.

This project has resulted in a touring exhi-
bition, called ‘Together Now’ – a large group 
exhibition of painting, drawing, installation, 
sculpture and film by artists involved in ‘The 
Engagement Project’. ‘Together Now’ opened 
in June 2019 at Uillinn: West Cork Arts Cen-
tre, before travelling to the OPW’s galleries at 
Farmleigh House and then onto F.E. McWil-
liam Gallery & Studios in Banbridge. In 2020 
the exhibition toured to the Linenhall Arts 
Centre, Ballinglen Art Foundation and Balli-
na Arts Centre, resting there during lockdown 
restrictions. The exhibition’s tour will finish next 
year, when it travels to VISUAL in Carlow.

kcat.ie

NATIONAL DESIGN & CRAFT Gallery (NDCG) 
reopened its doors in July, welcoming back the 
craft curious with two exhibitions. ‘Generation’, 
originally due to open on 12 March, finally wel-
comed visitors along with a new project, ‘CON-
NECTED’, a sculpture trail spanning the length 
and breadth of Kilkenny city. Both exhibitions 
reflect on the importance of human connections, 
particularly resonant in light of the uncertainty 
and confinement of recent months.

Designed as an outdoor exhibition, ‘CON-
NECTED’ allowed audiences to reconnect with 
culture, informally and safely, while moving 
throughout the city. Recognised as the home of 
craft and design in Ireland, this new sculpture 
trail opened up Kilkenny’s heritage gardens and 
hidden spaces, alongside the very public sites of 
busy shopping throughfares and streetscapes. 
It encouraged locals and visitors to rediscover 
the city through fresh eyes. Beginning from the 
NDCG’s Castle Yard and Butler House Gar-
dens, the trail led a path through the city’s key 
cultural and historic sites, from Kilkenny Castle 
Park to Butler Gallery at Evans’ Home, Medi-
eval Mile Museum to Rothe House. ‘CON-
NECTED’ ran until 27 October. 

‘Generation’ was an altogether quieter exhibi-
tion, inviting us to consider the unique perspec-
tive of a group of designer-makers as custodians 
of a familial tradition of making and creativity. 
These makers are continuing or reinventing the 
work begun by previous generations of their 
family. For Hugo Byrne, Mark Campden, Ryan 
Connolly, Róisín de Buitléar, Mourne Textiles, 
Cara Murphy, Álla Sinkevich and Katherine 
West, tradition is not static but is in constant 
movement. The exhibition traces ways in which 
these makers’ cultural legacy is defined – or 
sometimes redefined – as they navigate contem-
porary studio practices and workshops, whose 
origins are rooted in previous generations. 
Curated by Frances McDonald and Muireann 
Charleton, ‘Generation’ ran at National Design 
& Craft Gallery until 18 October and will tour 
to Millennium Court Arts Centre in Portadown 
from 30 October to 20 December.

Similarly contemplative of our ‘new normal’, 
this winter the gallery hosts ‘Curious Treasures’ 
from 30 October to 20 December. While we 

spend extended time at home, many of us are 
‘re-curating’ our own spaces. The objects we 
choose to surround ourselves with are those 
that spark joy, give feelings of connection or 
inspire memories. These are the things that also 
demonstrate our personalities, define our tastes 
and make us feel at home. ‘Curious Treasures’ 
brings together luscious, tactile and quirky work 
which combines careful selection of materials 
and meticulous skill with creative design. These 
carefully crafted objects communicate passion, 
perseverance and personality. With an emphasis 
on curiosity and wonder, the exhibition draws us 
into an Aladdin’s cave of exquisite and surprising 
pieces to inspire and collect.

This winter will also see the graduation of 
DCCOI’s internationally-renowned Centre of 
Excellence in Ceramics, based in Thomastown, 
County Kilkenny. The graduate exhibition rep-
resents the culmination of two years of inten-
sive training in all aspects of ceramics skills and 
design. It showcases the innovation and diversity 
in ceramic design and technique of some of Ire-
land’s newest makers, establishing their identity 
in the ceramics sector. This exhibition runs at 
NDCG from 16 December to 21 February 2021.

Premiering at Coach House Gallery in Dub-
lin Castle this November, ‘What Colour is Met-
al?’ is an impressive international survey exhibi-
tion of master metalsmiths who have pushed the 
boundaries in metal patination. Curated by Sara 
Roberts and Cóilín ÓDubhghaill, the exhibi-
tion considers relationships between metal and 
colour. This vibrant and surprising showcase 
examines diverse approaches to colour, achieved 
by using the inherent properties of metal to 
react with chemicals or heat, or a combination 
of both. ‘What Colour is Metal?’ runs from 
13 November 2020 to 31 January 2021 at the 
Coach House Gallery, Dublin, before showing 
at NDCG  next autumn.

NDCG’s programme of exhibitions contin-
ues to celebrate the work of Irish and interna-
tional designers, artists and makers across a vari-
ety of disciplines, who push the boundaries of 
their chosen materials and techniques in their 
engagement with the making process.

ndcg.ie

KCAT Community Workshop; photograph by Cecilia Turco, courtesy of KCAT Arts Centre

Michelle Maher, Seeing Red, Rose Garden, Kilkenny Castle, as part of ‘Connected’; photograph by Brian Cregan 
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Tony O’Malley Residency

Atsushi Kaga
Visual Artist

THE TONY O’MALLEY Residency Award was 
established in 2010, in memory of the late Irish 
artist, by his wife, Jane O’Malley. The residency 
is run by the RHA School. I am the recipient of 
the 2019/20 award – the 11th artist to undertake 
the annual residency. I started the residency in 
November 2019. The Tony O’Malley Residen-
cy offers studio space and accommodation for a 
year, exclusively to painters. It is situated in Cal-
lan, County Kilkenny, in the house where Tony 
O’Malley grew up. The residency consists of 
two bedrooms, a kitchen, a very bright spacious 
living room and a large studio. The studio has 
ample space and a double-height ceiling with 
good natural light, which is great for painters. 
There is a nominal fee of €300, plus utility bills, 
per month. It is a very generous residency pro-
gramme and is quite rare because of its length 
– 12 months, which is a very good chunk of time 
to work on a project or a series of new paintings.

I finished my studies at NCAD in 2005. 
Since then I have been based in Dublin for most 
of the time and have exhibted my work both in 
Ireland and abroad. I have participated in a few 
other residency programmes, including IMMA, 
Location One in New York and Fountainhead 
in Miami. For the duration of the Tony O’Mal-
ley Residency, I continued working on a series of 
paintings that I had started in early 2019. Since 
beginning work in this studio, my paintings have 
gotten bigger because of the space. My largest 
painting so far is 210 × 170 cm. The studio has 
given me the opportunity to work at this larg-
er scale – it would have been very difficult in 
most other spaces. All of the works exhibited 
during my recent solo show at mother’s tank-

Tony O’Malley in his studio

Atsushi Kaga working while on the Tony O’Malley Residency; photograph courtesy of the artist

station, Dublin, titled ‘Melancholy with vegeta-
bles surrounded by miracles’ (17 September – 28 
November 2020), were made whilst on the Tony 
O’Malley Residency. 

The visual vocabulary for my art is heavily 
influenced by Japanese Manga comics, which I 
absorbed a lot in my youth. Narrative is a key 
element in my paintings. I use a traditional sto-
rytelling techniques of Manga comics. Lately, 
I have been taking lots of references from the 
Rinpa School, which is an art movement and 
style originating from 17th-century Kyoto, 
Japan. Their use of pattern and non-western 
perspective interests me a lot. An inclusion of 
seasonal elements is something I have also learnt 
from them. 

Before undertaking the residency in Callan, I 
was back and forth between Dublin and Tokyo 
for few years, for family reasons. So it was a great 
opportunity to come back to Ireland and to have a 
concentrated period of time to work on my prac-
tice. Callan is a small town with a population of 
about 2,400 people. I’d never lived in a rural town 
like this before starting the residency, so I was 
slightly nervous about it at first. Luckily, a few 
of my friends from art college and Dublin were 
already living in the town, which helped a lot. 

I must say that my experience on this resi-
dency might be slightly different from previous 
recipients because of COVID-19. I had to buy 
art materials online from Evans, who deliver to 
your door. At the beginning of lockdown, I was 
uncomfortable about generating an unnecessary 
carbon footprint, but in the end, online deliver-
ies were the only way to sources the art supplies 
that I needed. Aside from working in the studio, 
I personally have not done that much, due to the 
lockdown and the ongoing restrictions. I am an 
introverted artist, so I stayed in the studio and 
stared out of the window. I watched leaves and 
plants change their shapes and colours as sea-
sons passed. I spotted birds and found out their 
names by searching on Google. I had casual 
engagements with cats that came into the gar-
den. They all feature in my new work. This studio 
is a great place for meditation and to go deep 
into your practice.  
        
rhagallery.ie/school/rha-studios/omalley-residency 

Workhouse Union

Sinead Phelan
Research Producer

WORKHOUSE UNION WORKS with artists, 
designers, architects and crafts-people to devel-
op projects examining housing, civic infrastruc-
ture and the commons, engaging people with 
the spaces and places we live in. For Workhouse 
Union, the significance of place and space is 
twofold: through the workhouse and broader 
community of Callan we work with; and as a 
key focus across the four strands of our work – 
Projects, Public, Making and Research.

Workhouse Union has been based in the Cal-
lan Workhouse for the past five years. We have 
invited artists, designers and architects into this 
space through projects, residencies, our library 
and research opportunities. This has become 
focused on the making element of artistic prac-
tice, to support artists in developing ambitious 
new work. In the most recent expansion of this, 
PrintBlock Callan relocated to the workhouse in 
early 2020. Workhouse Union are now reimag-
ining the textile screen printing studio with-
in the broader creative ecology of Callan and 
Kilkenny – opening up the studio to designers, 
artists, craftspeople, community groups and 
social enterprise opportunities.

The addition of the print studio activates the 
wing of the workhouse occupied by our library, 
artist studio and working space. It makes tangi-
ble the centrality of making to our projects, in 
much the same way that the library manifests 
the importance of research to our approach. The 
library holds a selection of books and printed 
material which relate to and inform our activ-
ities, as well as focusing on the history and her-
itage of Callan and the workhouse. Visitors are 
always more than welcome to peruse the library 
or use it for their research.

Workhouse Union’s public engagement 
processes provide real life contexts for artists, 
designers and architects to engage with com-
munities. The public projects find meaning-
ful ways of connecting creative participatory 
design to the planning and development of 
our civic environment and communities. This 
emerges through collaborative approaches with 
other individuals, practices, organisations, local 
authorities and community groups. The remit of 
our public engagement work has really expand-
ed over the last three years. For example, Work-

house Union have developed a project with 
local mental health organisations in Kilkenny, 
exploring the development of a ‘crisis café’ for 
people presenting with mental health issues. We 
have led a mapping process that looked at how 
people live, work and learn in a neighbourhood 
in Kilkenny city. Members of our team are also 
bringing the very exciting Nimble Spaces social 
housing project to fruition in Callan.

Workhouse Union’s artistic projects bridge 
these strands to incorporate participatory col-
laborative processes, coproduction, research and 
making. Usually taking more of a supportive and 
production role, Workhouse Union have worked 
with artists and architects in site-specific con-
texts to examine civic space and Ireland’s small 
towns. Bring Your Own Chair was an art project 
that took place across rural towns and villages 
in Kilkenny, Wexford and Waterford, from 2018 
to 2019. As the heart of small towns in Ireland 
face decline, Bring Your Own Chair looked to 
share collective experiences using public space 
for community gatherings and actions. Town 
Planners was a year-long programme of design 
activities, coproduced with VISUAL, Carlow. 
The project examined our sense of civic space, 
the principles of planning and our relationships 
to the built environment and world around us. 
VISUAL’s Studio Gallery was transformed over 
the year though a civic plaza, designed by Todo 
Por La Praxis, Paul Bokslag’s vinyl floor and wall 
drawing, Bí URBAN’s wax, botanical products 
and beehives, and a selection of beekeeping 
objects and knowledge shared by Carlow Bee-
keepers Association. 

Workhouse Assembly, Workhouse Union 
and Workhouse Guild were a trio of projects 
undertaken over a four-year period focusing on 
the history, context and future possibilities of the 
Callan workhouse building. The recent addition 
of PrintBlock Callan echoes the research and 
activities from three of workhouse projects. It 
shows the integral cross-pollination between 
Workhouse Union’s four strands of work – Proj-
ects, Public, Research and Making – all equally 
feeding future development.

workhouseunion.com

Bring Your Own Chair, Ballyhack Town Portrait; photograph by Ros Kavanagh, courtesy of Workhouse Union
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The Space Between

Paul Bokslag
Visual Artist

I MOVED TO Callan, County Kilkenny, in 1999 
and was one of the co-founders of KCAT Arts 
Centre, where I continued to work as a facil-
itator for many years. I have always enjoyed a 
healthy balance between my own practice and 
working with groups. Being immersed in a cre-
ative process is an important part of my life and 
I love sharing that with others. Kilkenny has a 
rich arts infrastructure. I am on the Butler Gal-
lery Artists Panel, and have collaborated on a 
number of projects with Workhouse Union, the 
Design & Crafts Council of Ireland and various 
other arts organisations and community groups. 
I have also worked as a Creative Associate with 
Helium Arts, the national children’s arts and 
health charity, both in the paediatric outpatients 
department of University Hospital Limerick 
and in libraries and galleries across Limer-
ick. Over the years, emphasis has shifted more 
towards my own work. Focused, intensive peri-
ods – such as a residency at the Tyrone Guthrie 
Centre, awarded by Kilkenny County Council’s 
Arts Office – have been an essential part of that.

Soon after returning from a residency at Cill 
Rialaig Artist Retreat in County Kerry, at the 
beginning of this year, lockdown started and 
that became an extended residency at home. I 
am fortunate enough to be living in the coun-
tryside and was able to access my little ‘straw-
bale’ studio in my back garden throughout that 
period. I worked on some design and illustration 
projects and a few commissioned paintings and 
had a lot more time for personal work. My mak-
ing processes are often slow and labour intensive, 
which suited the lockdown period very well. It 
was a time of slowing down and of reconnecting 
through gardening, local walks and bike rides 

For a couple of years, I focused on working 
with paper. It started with cutting snowflakes 
with my children when they were younger and 
rediscovering folding and cutting paper, which I 
had enjoyed as a child growing up in the Neth-
erlands. There is something satisfying about 
the experience of cutting paper with a pair of 
scissors and the surprise of unfolding a paper-
cut. Soon I moved onto working with X-Acto 
blades, rolls of paper and oversized cutting mats 
and eventually that led to large, room-filling 
sculptural pieces and installations that were 

shown in venues such as the National Design & 
Craft Gallery, Temple Bar Gallery + Studios and 
the Luan Gallery in Athlone.

Paper is both strong and fragile. As a medi-
um, papercutting allowed me to explore gesture, 
variations on pattern and the ephemeral qual-
ity of the material. The work is also very much 
about the mix of the geometric and the organ-
ic, the balance between handmade marks and 
the exactness of shapes. And, of course, there 
is the dynamic between positive and negative 
space, both in 2D and 3D. Like the sisal string 
sculptures I have been working on, my paper-
cut installations became a way to describe space 
with minimal means, rather than physically 
occupying it. I am interested in what happens in 
the spaces that we create, visually and physical-
ly, but also socially and emotionally. I have since 
broadened my practice again to include drawing, 
painting, printmaking, type-design and murals, 
but these spatial themes keep coming back.

There are connections between these medi-
ums and sometimes they feed into one another; 
small geometric drawings have turned into large 
murals. These variations on simple patterns – 
the layering of one hand-drawn line at a time 
– create new and unexpected compositions of 
colour and of positive and negative shapes, with 
the synthesis of elements coming together and 
forming something new. That is something that 
continues to fascinate me.

paulbokslag.com

Unruly Bodies

Kate Fahey
Visual Artist

I AM AN artist and researcher interested in 
forms of knowledge production that are inde-
pendent of, co-existent with, and disruptive of 
scientific logic. My practice explores how digi-
tal images and the technologies through which 
we encounter them, such as our laptop screens, 
mediate the ways we understand the world 
around us. Like many artists, my practice has 
multiple strands of enquiry. Some of the areas I 
explore include how mutations of language and 
algorithmic information intervene in systems 
such as scanning, cartography and surveillance. 
I am also interested in the disruptive capacity of 
intuitive, esoteric and craft-based practices and 
additionally decentred and collaborative ways of 
making and researching.

My practice is also influenced by my back-
ground as a radiographer, particularly the rela-
tionship between scanned bodies and the tech-
nologies of image capture. My practice-based 
PhD concerned the representation of drone 
warfare online. Specifically, I explored how 
‘unruly’ bodies interrupt ideologies of seamless 
human-machine interactions and technological 
control. Through embodied approaches to mov-
ing image (screen capture, animated text, voice-
over) and sculptural practice, I established how 
bodily materiality and the agency of glitches, 
miscommunications, stutters and fictions inter-
rupt techno-scientific meaning-making, linked 
to notions of objectivity and calculative logic.

I work in a variety of media, including mov-
ing image, sound, writing, sculpture, print and 
digitally-aided making. Often the materials I 
use and the modes of production I implement 
are interwoven and symbiotic with the ideas in 
my work. This means I frequently end up learn-
ing new techniques within and beyond the stu-
dio, embracing all the errors and failures that 
non-specialist knowledge brings to these pro-
cesses. I approach materials, spaces, technology, 
humans and non-humans – including plants and 
animals – with a sense of liveliness. By that, I 
mean embracing the agencies and unruliness 
of these entities by working with their unpre-
dictability. Molten metal leaks, eyelids twitch 
and wood warps, for example. This approach 
demands accepting and constantly adapting 
ideas and processes throughout the generation 

of the work. In my installations, this manifests 
as an investigation of the vitality and unruliness 
of the materials I work with, such as metal, wood 
and glass, along with the voice and imagery as 
technological codes and pixels and the liveliness 
of the installation spaces themselves. 

I grew up in Callan, Co. Kilkenny, and moved 
to London to complete my masters at the Roy-
al College of Art. Although I am still currently 
based in London, I have consistently returned 
to Ireland for significant amounts of time to 
engage with a variety of projects. In 2018, I 
worked at Leitrim Sculpture Centre in Manor-
hamilton for a number of months and created a 
new body of sculptural and video work, which 
was exhibited there in October of the same 
year. From 2016 to 2017, I worked with a water 
diviner and wood turner as part of a research 
project with Callan Workhouse Union, inspired 
by Richard Sennett’s ideas on craft practice. 
The project culminated in a solo exhibition at 
Callan’s Macra na Feirme Hall and a divining 
walk through the town. In late 2020, I plan to 
return to Callan again to begin the process of 
creating some new work. I feel very attached to 
home for many reasons and appreciate the ways 
of working and connecting that are unique to 
small towns in Ireland, particularly towns, like 
Manorhamilton and Callan, in which there are 
incredible people working together to establish 
and maintain creative communities. 

Here in London, I am the 2020/21 recipient 
of the SPACE and New Contemporaries Studio 
Bursary. My income has been obliterated by the 
impact of the pandemic and I feel very privileged 
to receive this support from these institutions 
so that I can at least continue to have a studio 
practice. My new body of work responds both 
personally and more generally to the increase in 
screen time as a result of the pandemic. When 
we look at screens, we blink less. I’m interested 
in the impact of this increased bodily absorption 
in screens, both biologically and psychological-
ly. I am working with these and ongoing ideas 
towards a solo show at Commonage in London 
and a three-person exhibition at The LAB Gal-
lery, Dublin, in 2021. 

katefahey.co.uk

Kate Fahey, Fuzzy Logic, 2018, cast aluminium, Leitrim Sculpture Centre; courtesy of the artist

Paul Bokslag, Shaft, 2016, Temple Bar Gallery + Studios Atrium; courtesy of the artist

Paul Bokslag, Shaft, 2016, Temple Bar Gallery + Studios 
Atrium; courtesy of the artist
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TOWARDS THE END of the first COVID-19 lockdown, the term ‘digital 
fatigue’ began to circulate. I did not critically assess this term as I came 
upon it; I simply agreed with all who mentioned it in passing, a tired-
ness rising up from stiff knees to strained eyes. Digital fatigue is a specif-
ic sensation brought on by navigating an increasingly complicated social 
space, while sitting like an inanimate object in a chair. The internet is the 
place where I, as a freelancer, go to seek information, find perpetual new 
work and to socialise – the lines frequently blurring. The way that I watch 
content on portable devices has also changed. Muscle memory kicks in. 
Attention is a scarcity online and under current circumstances, my eyes 
have grown tired of sifting through competing content. I instinctively 
search for the synopsis, skipping everything peripheral.

Under COVID-19 restrictions, digital consumption has reached new 
levels. Art institutions have had to find ways to adapt their activities by 
migrating online, programming everything from podcasts to virtual exhi-
bitions. Referencing Marshall McLuhan, writer Nicholas Carr recently 
said in an interview with Ezra Klein, “In the long run, a medium’s content 
matters less in influencing how we think and act… Media work their mag-
ic, or their mischief, on the nervous system itself.”1 Carr argues that a world 
defined by the written word is individualistic, disciplined and hyper-visu-
al, while a world defined by scrolling and social feedback is addicted to 
stimulus – waves of information and affirmations of identity. The internet 
is bursting with information and creativity, but it is also the hub of the 
‘attention economy’ – a term coined by psychologist, economist and Nobel 
Laureate, Herbert A. Simon, to describe the state in which “a wealth of 
information creates a poverty of attention.”  In pursuit of this attention, 
digital marketing takes into account the embodied experience of online 
interaction. Algorithms either provoke or affirm, leaving little space for 
the kind of ‘contemplative ambiguity’ demanded by the artistic encounter. 
Though visual art broke away from the church in the 1800s, traces of the 
sacred linger in the embodied artistic encounter. We grant artistic spaces a 
nominal separateness from social value and utility – an ambiguity drasti-
cally at odds with the algorithm. How does this ambiguity hold up online? 
And what kind of mischief does it work on the material world?

MEADHBH MCNUTT PRESENTS HER WINNING ESSAY 
FOR THE DCC/VAI ART WRITING AWARD 2020. 

Virtual Exhibitions

Trevor Paglen, ‘Bloom’, 2020, installation view, 6 Burlington Gardens, Pace Gallery, London (10 September – 20 November 2020); photograph by Damian Griffiths, © Trevor Paglen, courtesy the artist and Pace Gallery

How Should Participation Feel?
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Viewing Rooms, Film Screenings & Digital Platforms
Since the COVID-19 cluster at Tefaf ’s Maastricht fair, com-
mercial galleries and art fairs have rushed to digitise. For fair 
goers, the accessibility of the online viewing room is attrac-
tive – no flights, accommodation or queuing. Not unlike a 
browse through Artsy, Frieze Viewing Rooms are a uniform 
catalogue of faithful reproductions. The sight of a bench at 
Art Basel creates at least some sense of architecture. Com-
mercial galleries like David Zwirner deviate slightly, settling 
on a scroll-through of images and contextual information. 
However accessible and educational, I would struggle to call 
this sort of documentation an exhibition.

Film screenings are another obvious choice, as a digital 
format already familiar in the gallery setting. This includes 
the curation and online presentation of artists’ moving image 
work, as well as the circulation of film documentation to 
supplement or extend physical presentations that have been 
curtailed, due to public health restrictions. Notable examples 
of the former include ‘Isolation TV’, developed and curat-
ed by Vaari Claffey; The Glucksman’s exhibition and online 
screening programme, ‘1,2,3,4 – Dance in contemporary 
artists’ films’, curated by Chris Clarke; and ‘IMMA Screen’, 
an online screening series, showcasing film and video works 
from the IMMA Collection. Kari Kola’s Savage Beauty – the 
world’s largest site-specific light installation, set in Conne-
mara – was one of the first post-COVID casualties for Gal-
way 2020 European Capital of Culture. With public inter-
action not possible, a beautifully shot video was uploaded in 
time for St Patrick’s Day. EVA International took a phased 
approach for its 39th edition, with a blended programme of 
venue-based, offsite and online presentations, as well as a 
dedicated website, animated with elements of physical inter-
action, including printable posters, designed by Ciara Phil-
lips, as well as a free neon publication by Melanie Jackson and 
Esther Leslie (which arrived through my letterbox yesterday), 
focusing on the cultural significance of milk.

There are many digital platforms, such as flatness.eu or 
seiren.org, which challenge the viewer, but in ways that evoke 
wonder. Marie Brett’s Day of The Straws also comes to mind 
as an interface with a sprawling, organic feel. Designed as a 
‘cyber vault’, the timely work researches fading Irish cultural 
lore and its changing role, with regard to modern perspectives 
on health. Digging through audio files and dipping into por-
tals, the experience is one of curiosity and intimacy. Of course, 
such a format can hardly cater to the neutrality expected of 
big institutions. And not every artist can, nor should, create 
digitally-specific work. 

Gamification & Virtual Tours
An artwork is encountered through its curation and circu-
lation, as well as its production. Architecture and navigation 
are just as important within online space. The virtual tour is 
one way to facilitate texture, while experimenting with navi-
gation. Museums across the globe have opted for the Google 
Arts and Culture platform (basically, indoor Google Maps 
with better resolution). The thought of Google extending its 
influence in the cultural workplace is unsettling, and while it 
is exciting to stroll through a 3D rendered museum in Korea, 
the navigation can be jarring – I can’t zoom in close enough 
to see the artists’ names. 

In May, I exhibited a pixelated reconstruction of my own 
photographic work, as part of ‘The Minecraft Gallery’ – a 
virtual exhibition space launched near the start of lockdown. 
In collaboration with the Regional Cultural Centre, design-
er-curator Joe Fahy built the exhibition space and repro-
ductions of featured artworks using building blocks of the 
sandbox video game, Minecraft. The exhibition launch was 
one of my more memorable online social interactions during 
the initial lockdown. A relatively simple download process 
allowed me to explore the space as an avatar and chat with 
other visitors via the text box. My work, an image of an icono-
graphic hand gesture, entitled ICXC, looked eerily anthropo-
logical, when upscaled and presented to (handless) pixelated 
avatars. The choices we make in video games can provoke 
all kinds of self-introspection. Danielle Brathwaite-Shir-
ley’s Black trans archival project, titled WE ARE HERE 
BECAUSE OF THOSE THAT ARE NOT, is another recent 
digital platform which operates on choice and confrontation. 
In Brathwaite-Shirley’s sacred portal, Black trans ancestors 
are honoured, while hypnotic guardian characters evaluate 

the intentions behind your participation. 
While something is definitely lost in the digital reproduc-

tion of artworks, a captivating sense of the uncanny is added. 
I found this true of Artlink’s ‘Drawn from Borders’, an exhi-
bition reflecting on the centenary of the partition of Ireland. 
‘Drawn from Borders’ was made by animator Mark Cullen 
from a ‘first-person-shooter’ perspective (without weapons) 
using Unity – the software responsible for powering 50% of 
the world’s games in 2019. This exhibition was a particularly 
emotional one, when we consider how the lack of joined-up 
thinking, in response to the health crisis across the island of 
Ireland, has created difficulties in cross-border relationships. 
Artlink’s Saldanha Gallery is located near the border at the 
gorgeously moody Fort Dunree in rural Inishowen. Given its 
location, inadvertent visitors make up most of the audience. 
Participating and resident studio artist, Martha McCulloch, 
tells me that the virtual exhibition has attracted a completely 
new, international audience. I notice an extra room in the dig-
ital replica, and I pause to question the integrity of my mem-
ory. Large-scale paintings appear pleasantly alien in their new 
digital home. Details, like the sound of my avatar’s footsteps, 
outdoor views and floating video booths, hold my attention. 

Opaque Surveillance
Like the border, the internet is an abstract experiment with 
material consequences. If the art world is to continue migrat-
ing online, questions of health and sustainability come to the 
fore. Online space can be an ethical minefield. On the one 
hand, social media provides indispensable tools for Black 
Lives Matter activists and pivotal uprisings like The Arab 
Spring. On the other hand, we are constantly trading our 
personal information for access. The neutral appearance of 
artificial intelligence can obscure the subjective interests from 
which training sets stem. We use algorithms for convenience 
and they (read: their designers and corporate stakeholders) 
use us for our receptiveness to micro-persuasions – gradu-
al yet global shifts in behaviour. By opting in, we come to 
embody data-based projections. Then there is the carbon 
footprint, generated by endless streaming and data process-
ing. With tech companies like Amazon, Google and Micro-
soft siting their data centres here, Ireland has faced fines of 
more than €250 million for missing 2020 targets on reducing 
greenhouse gas emissions.  Such consequences are obscured 
by the appearance of infinite, online ‘immateriality’.

Contemporary artists like Trevor Paglen have been work-
ing to make visible the human judgments built into technical 
systems. Paglen’s interactive live-stream work, Octopus (2020), 
gives a bird’s-eye view in real-time of his ‘Bloom’ exhibition 
at Pace, London (10 September – 10 November 2020). A 
tapestry of videos occupies the screen – in-situ webcams, 
image-recognition processes, and snapshots of flowers in 
classical vanitas paintings. The physical space is a showcase 
in image-harvesting: photographs of flowers interpreted by 
artificial intelligence, image recognition webcams and skull 

sculptures; The Model (Personality) is inspired by 19th-centu-
ry phrenology, while The Standard Head is based on Woody 
Bledsoe’s automated facial recognition model. 

Visitors to the physical exhibition at Pace are warned of 
the online surveillance, but there is no real alternative view-
ing option. You must be seen, in order to see. In one clever 
move, Paglen has appropriated every ‘agree’ button we’ve ever 
clicked on. Online viewers have the privilege of viewing the 
exhibition anonymously, though they can choose to stream 
their webcam and have their face appear in the upper corner 
of the room. A power imbalance is implicit. One morning, I 
joined to find cleaners mopping the gallery floor. Here, the 
subject of surveillance had a face, and I was complicit. Such 
voyeurism brings me back to the early days of Chatroulette, a 
website created by a Russian teenager called Andrey Ternovs-
kiy for pairing strangers across the globe through chat and 
webcam, oddly revived during lockdown. Those early chat 
rooms were the wild west of the attention economy – boring, 
thrilling and disturbing, from one minute to the next. The 
value and exchange of one’s information changes in a more 
professionalised internet, less intimidating but more opaque. 
Octopus stirs up those old feelings of intrusion. 

My inclination towards these voyeuristic, interactive and 
game-like experiences is partly down to a longing for social 
participation whilst in physical isolation. While it is inevi-
table that technology will play a larger role in our lives after 
COVID, psychological dependency and material sustainabil-
ity are issues that cannot be swept away in the rush to digi-
tise. Artists will find new ways to circumvent the dominance 
of the algorithm, just as early internet artists capitalised on 
new technology to subvert the dominance of the tradition-
al gallery system. When the internet was in its early stages 
of development, these artists created work centring on their 
relationships with the internet’s intrinsic features – namely 
its interactive interfaces, multimedia capabilities, social net-
working and microcultures. My hope is that art institutions 
take note of this critical legacy, as they work to innovate 
online experiences. As culture continues to migrate online 
under successive lockdowns, we may reconsider how it feels 
to be surveyed, as a condition of participation, and ask our-
selves: how should participation feel? 

Meadhbh McNutt is an Irish art writer whose work 
traverses criticism, creative writing and critical 
theory. She holds an MA in Aesthetics & Art Theory 
from Kingston University, London, and has previously 
contributed to a range of Irish and international art 
publications.

Goodman Gallery London, Frieze Week 2020, ‘Living Just Enough’ (6 October - 19 November 2020), installation view. L-R: Faith Ring-
gold, Woman Free Yourself, 1971;  Faith Ringgold, Tar Beach 2, 1990; Nicholas Galanin, Things Are Looking Native, Native’s Looking 
Whiter, 2012, Giclée work, 86.4 × 63.5 cm; Tabita Rezaire, Sorry For Real _Sorrow For _Land, 2015, lightbox, 180 × 100 cm; image 
courtesy Frieze London and Goodman Gallery

Notes
1 Nicholas Carr (2019), ‘The Ezra Klein Show: Nicholas Carr on deep 
reading and digital thinking’, producer/editor Jeff Geld, research Roge 
Karma, Vox Media. https://tinyurl.com/y6oy6v4x
2 Rory Carroll, ‘Why Ireland’s data centre boom is complicating climate 
efforts’, The Irish Times, 6 January 2020.
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Sites of Abstraction
MORAN BEEN-NOON REVIEWS ORLA WHELAN’S EXHIBITION 
AT RATHFARNHAM CASTLE.

ORLA WHELAN’S SOLO exhibition, ‘A More Immortal 
Atlas’, was presented in Rathfarnham Castle from 8 August 
to 20 September. It was installed in three rooms of the castle, 
creating interesting interactions between the building’s peri-
od architecture and the delicate materiality of the exhibited 
artworks.

On entry to the Dining Room, visitors encounter A Mel-
ancholy Moment (or Magic Carpet), laid down between the 
large fireplace and the window, in the place where a rug might 
normally be found. The dining room is in a liminal state; the 
wall panels and ornate ceiling are not yet restored, but the 
wooden floor is restored and polished, and becomes a sig-
nificant feature of the space which bounces and reflects the 
natural light flooding into the room. It was great to find that 
this piece, described as a ‘floor-based painting’, was created 
specifically for the space. Whelan’s painted wooden wedges 
sit comfortably upon the natural wooden floor, their colours 
resonating with the peeling paint on the walls and the views 
from the windows. A borrowed functional object, typically 
used by painters to keep their canvases stretched, wooden 
wedges are a reoccurring element in Whelan’s practice, sug-
gesting a focus on the often-unseen craftsmanship support-
ing or reinforcing an artwork. 

At the back of the room is the first of two large abstract oil 
paintings, named A Powder of Moments. Constructed of poly-
gons, the artwork resonates further with the existing colour 
palette of the room. Its abstract shapes tempt the viewer to 
find familiar forms within the composition but does not pro-
vide any confirmation of what may be imagined. This causes 
a creative tension between the functional, familiar interior of 
the castle and the artwork’s geometric abstraction. Linking 
this space with the next is a small passageway with a door 
leading to a stairwell. The metalwork visible through the door 
is a composition made of triangles. While not a formal part 
of the exhibition, this space seems complementary to its geo-
metrical story.

In the Long Gallery Room are two pieces, installed in a 
way that further explores this relationship between materi-
al and form. The room is already home to a series of ceiling 
paintings depicting the life of Christ. These pieces were com-
missioned from artist Patrick Tuohy by the Jesuit Order, who 

purchased the estate in 1913. Using the traditional craft of 
marquetry, Whelan has restored a mahogany table, echoing 
the construction of her oil paintings with the wood veneer 
polygons embedded into its surface. Painting Table seems to 
make present the ghosts of architects, decorators and painters 
who have worked in this room since the 16th century, dat-
ing back to when Rathfarnham Castle was originally built. 
The table’s historical function as a painter’s aid entices us to 
look up at the ceiling, as if prompting reflection on the many 
generations of artistry separating Touhy and Whelan. Also 
installed at the far end of this space is A Powder of Moments 
#2, a work that emphasises the room’s architectural perspec-
tive, whilst also resonating with the colour palette of Tuohy’s 
religious scenes, painted sequentially along the length of the 
Long Gallery’s ceiling.

The Corner Room was once a point of defence for the 
castle and still has the original gun loops installed. This small-
er and more intimate space has the least amount of natural 
light, but generously accommodates a series of eight small oil 
paintings by Whelan, titled ‘Moon Valley, Dew Death’. This 
series feels more reflexive of its abstraction than the other 
pieces. The small-scale works still include polygons, but they 
do not encourage us to try and impose form on them – we 
have no choice but to accept their abstraction. Rejecting this 
imposition of the imagination, the work becomes more about 
materiality and tonality, with each abstract configuration 
existing on separate colour registers. 

As a whole, ‘A More Immortal Atlas’ requires a certain 
amount of openness to the idea of an abstract narrative, 
beyond simply the harmony generated between Whelan’s 
work and the existing architecture. It did not cause an intense 
emotional response in me; however, this harmonious nature 
should not mislead us into thinking it is simply aesthetically 
pleasing. The existence and positioning of artworks are tan-
gential to the existence of the rooms they occupy, each com-
menting on the other. As visitors, our deepest gain is that of 
perspective on the impact abstract art can have on the spaces 
we share with it.

Moran Been-noon is a Dublin-based independent visu-
al artist, curator and writer. 

Orla Whelan, A Powder of Moments, 2020; photograph by Denis 
Mortell, courtesy of the artist

Orla Whelan, ‘Moon, Valley, Dew, Death’ series, 2017–2020; photograph 
by Denis Mortell, courtesy of the artist

Orla Whelan, Against a Melancholy Moment (or Magic Carpet), 2020; 
photograph by Denis Mortell, courtesy of the artist

Orla Whelan, ‘A More Immortal Atlas’, installation view, Rathfarnham Castle; photograph by Denis Mortell, courtesy of the artist



Critique 
The Visual Artists' News Sheet

Edition 52: November – December 2020

Sinéad Ní Mhaonaigh, Monument II, 2020, oil on canvas, installation view, The Dock; photograph by Gillian Buckley, courtesy the artist and The Dock
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‘The Sea Around Us’
The Model, Sligo
23 July – 27 September 2020

DURING LOCKDOWN, I reviewed ‘The Sea 
around Us’ remotely for Perspective magazine. It 
was a challenging task, and I sought every mate-
rial available – catalogue essays, artist statements, 
press release, exhibition layout, audio samples 
and other online resources – to ensure that my 
exhibition reading was as informed as possible. 
Reviewing remotely, however, is far from ideal 
and most exhibitions are not designed for vir-
tual viewing. What happens when the analogue 
experience is removed or becomes inaccessible 
to the viewer? This is essentially a difference 
between the ‘perceived’ experience of the art-
works in a remote viewing context, and the 
‘received’ experience of the in-person encounter. 

My real-life encounter with ‘The Sea Around 
Us’ began with two intimate works by Shaun 
Gladwell and Karen Power. Gladwell’s Storm 
Sequence in Gallery A is a remarkable piece of 
filmed performance, presented as an immersive 
installation. One viewer can experience this art-
work at a time; the artist is featured performing 
a freestyle skateboarding routine on a concrete 
structure overlooking Bondi Beach. His moves 
are orchestrated, organic, flowing, liquid-like 
and combined with a beautiful soundtrack by 
Sydney-based composer, Kazumichi Grime. The 
artist has achieved a synergetic relationship with 
the sea, addressed by his performance. It is com-
pelling, restful and almost mesmeric in its effect 
on the viewer. The adjoining space contains the 
sound installation, No man’s land (2020), by 
composer and sound artist, Karen Power. The 
composition is the fruit of six-months of field 
recordings in numerous locations, including Sli-
go, gathered while Power was artist-in-residence. 
The installation is experienced in a darkened 
room. Sound surrounds the listener and differ-
ent elements of the composition emerge from 
various speakers. The sound of the sea is most 
dominant, and an increasing rumble reaches a 
crescendo. The work is experienced as a sensory 
journey, in which our sense of hearing is most 
acute. The wave-like motion of water enfolds the 
listener like a soothing audio blanket. 

Similarly, Susanne Winterling employs a 
composer’s ear and artist’s eye in the creation of 
her remarkable works in Gallery D – planetary 
opera in three acts, divided by the currents (2018) 
and planetary loop of gravitation (2018). The 
viewer enters through a silk portal of hanging 
scarfs that feature images of microscopic dino-

flagellates (marine plankton) that are the subject 
of this work. This is a sensual and intimate work 
that explores marine life, climate change and the 
artist’s personal experiences of the sea. Through 
our encounter with a huge, curved screen, we are 
enveloped in a three-dimensional experience, 
where the whirling and spinning forms progress 
rapidly towards the eye, akin to snowflakes fall-
ing on a windscreen. There is the sound of drops, 
the crackle of music and static; bells and chimes 
emerge and retreat, reverberating in the space. 
Likened to viewing a meteor shower, a bombard-
ment of bright light plays on the eye. The lights 
slowly turn to lantern-like shapes that twirl and 
spin; little sea creatures or celestial baubles are 
caught in an unforgettable, mutable display. 

These artworks, defined by intimacy and per-
sonal encounter, are contrasted with the more 
violent and inhumane dimension of the sea. 
Forensic Oceanography / Forensic Architec-
ture occupy the exhibition’s centre in Gallery 
C. Through this documentary installation, we 
gain harrowing insights into the experience of 

migrants at sea. These videos and timeline act as a 
stark reminder of injustices that the dispossessed 
face. Through the headset we hear the real-life 
scenario of highly charged rescue operations by 
the Libyan Coastguard and NGO vessels in the 
Mediterranean Sea. Seemingly, ‘engine fishers’ 
are often present at these rescues, sometimes 
carrying Kalashnikovs, to take engines from the 
boats before the migrants are rescued. In what 
Forensic Oceanography refers to as “liquid vio-
lence”, more than 30,000 migrants have died at 
sea over the last 30 years.

In the East Gallery, Vertigo Sea (2015) by Gha-
naian-born British filmmaker, John Akomfrah, is 
an epic, three-channel installation that explores 
the history, literature, nature and violence of the 
sea. This monumental artwork features a seem-
ingly endless barrage of imagery across the three 
screens; whether interrelated or not, this mon-
tage of imagery prompts the viewer to make their 
own connections. The Northern Lights flicker 
across the screens before transforming to fea-
ture sea life. Footage of the seabed is juxtaposed 

with human portraits. A black man dressed in 
a British Redcoat uniform stands in a dramatic 
landscape. A cottage by the sea is shown. Whale 
hunting is juxtaposed against a mother whale 
and calf swimming in the sea; whale song com-
prises the audio, as a harpoon is driven into flesh 
and the sea becomes red with blood. People are 
pictured in costume, illustrating different eras. 
The melting icecaps, sunrise, sunset and climate 
change are all marshalled into a line of appear-
ances. The imagery appears relentless and yet it is 
a compelling piece with sound and silences, full 
of beauty, mystery and horror.     

The intention of this exhibition is to invite 
audiences to consider the sea as the context for a 
range of predominantly unseen dramas that are 
considered through visual and sound works. This 
sense of journey and sensory response, as well as 
movement throughout the gallery spaces, con-
stitutes the essence of this exhibition.

Marianne O’Kane Boal is a writer and 
curator based in County Donegal.

Forensic Oceanography and Forensic Architecture, Mare Clausum – The Sea Watch vs Libyan Coast Guard Case, 2018, 28 min; all images courtesy of the artists and The Model

Susan Winterling, planetary opera in three acts divided by the currents, 2018; photograph by Heike Thiele Karen Power field recording at the ‘green pond’; photograph by John Godrey
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‘Not Alone’ Travelling Exhibition
Golden Thread Gallery, Belfast
24 August 2020 – Present (ongoing)

‘Drawn From Borders’ Online Exhibition
Artlink, Buncrana, Donegal
21 May 2020 – Present (ongoing)

ORIGINALLY CONCEIVED BY Golden Thread 
Gallery’s director, Peter Richards, and inspired 
by The Police song, Message in a Bottle, the 
exhibition ‘Not Alone’ uses a travelling bottle 
as a curatorial device to reclaim agency in the 
face of a precarious future as a “powerful act of 
defiance and optimism from the stranded.” Eight 
local artists were asked to create an artwork with 
one rule – it must fit in a bottle. Packaged into 
said bottle, these artworks are being mailed to 
different curators’ homes around the world. 
Using these various domestic settings as a site-
specific stage, the works are being documented 
and exhibited on social media. 

So far, this nomadic exhibition has been 
installed in the homes of curators Chiara Mat-
teucci in Bologna and Manuela Pacella in Rome. 
At the time of writing, it is currently with Micol 
di Veroli (also in Rome) and will then travel 
(provisionally) to Mia Lerm Hayes in Amster-
dam, Ciara Finnegan in Heemstede and Grego-
ry McCartney in Derry until December. Its des-
tinations are subject to the unexpected changes 
of the year that’s in it, and it is intended to trav-
el until June 2021. The exhibition is hybrid in 
form, as the work is physically mailed, installed 
and digitally shown – it is being privately exhib-
ited and disseminated publicly online. The view-
er’s interactions with the exhibited artworks are 
fragmented and varied, as intended, through 
the curator’s social media accounts and Golden 
Thread Gallery’s website. 

Manuela Pacella has embedded the artworks 
within the dailiness of her home. Graham Gin-
gles’ work, Glass Tower – a small glass cuboid 
sculpture – is contained in an emptied-out cube 
of her bookshelf. On the shelf next to it is the 
book, The Cities of Belfast by Nicholas Allen and 
Aaron Kelly, whose cover features a detail of a 
photograph from John Duncan’s series, Boom 
Town. There is a welcomed intimacy in viewing 
artworks in a domestic situation (and occasion-
ally recognising books) as I peer into her living 
room from my own. 

Matteucci has taken a more formal approach, 
arranging the works by theme, removed from 
any clutter. John Rainey’s sculpture of differ-
ent brightly coloured hands, titled To think 
about things that appear to be separate, is seen 
in scale next to Joy Gerard’s black ink drawings 
of upside-down American flags, Sign of Distress 
Version 1 and Version 2. They complement each 
other both aesthetically and in terms of subject 
matter, with their opposing tones and references 
to the Black Lives Matter movement. 

By favouring physical objects, the partici-
pating artists have aligned themselves with the 
means of travel, as opposed to the mode of dis-
tribution. Only one of the eight individual works 
are digital; Chloe Austin’s video, Kairos, has been 
sent on a USB drive, with a scroll-text piece to 
be installed alongside the video. Viewers have 
yet to see Austin’s video itself, as both curators 
have only posted image stills of the video being 
projected and viewed on a television screen. 
There is a sense of immediacy in knowing that 
these artworks have been produced under the 
same restricted conditions that we are all work-
ing under. In Ailbhe Geaney’s photographic 
series, Through a pane  H91X6XN – BT180AJ 3, 
7, 8, 9, 12, 14, 19, 20, it’s impossible not to feel 
connected to the artists’ family, who are trying to 
make the most of their quarantine at home. For 
this series, the artist’s mother, father and sister 
sent photographs of themselves, taken through 
their kitchen window and framed by wooden 

THE DEMARCATION BETWEEN real and virtual 
experiences is one which has recently come into 
sharp relief. As the COVID-19 pandemic has 
forced cultural institutions around the globe to 
shut up shop, a host of museums and galleries 
have tentatively begun to dip their feet into the 
world of virtual exhibitions, whose emergence 
has been accompanied by a cascade of articles 
questioning the very validity of such an 
approach. This transition to the virtual is one 
that has been recently performed by the ‘Drawn 
From Borders’ exhibition, curated by Rebecca 
Strain, as the quietened space of the Saldanha 
Gallery, Fort Dunree, has been, temporarily, 
reanimated as a traversable digital environment. 
The space itself, produced by artist and 
animator Mark Cullen, whose work is included 
within the exhibition, is a virtual facsimile of 
the real on which it is modelled, and is even 
augmented by the addition of an extra gallery 
room; one of the benefits in leaving the confines 
of the physical realm is that architectural 
modifications become perfunctory. 

Whilst the very concept of a virtual exhibi-
tion is nothing new to those acquainted with 
developments in new media art, the model is still 
something of a novelty for more traditional art 
institutions. Rather serendipitously, the theme 
of this exhibition – organised broadly around 
the topic of borders, and more specifically the 
partition of Ireland – is particularly well suited 
to a virtual reimagining. Each of the works on 
display examine the immateriality of border as 
an abstract construct, a critical perspective that 
finds an analogy in the seemingly strict distinc-
tion that we often make between the real and 
the virtual. Upon accessing the exhibition, the 
viewer’s disembodied form is transported into 
the gallery, wherein they are immediately con-
fronted with an unnatural sense of stillness. 
Although galleries typically encourage the per-
formance of sterility on behalf of their visitors, 
this recreation is strikingly eerie, with only the 
sounds of your avatar’s footsteps present to break 
the initial sense of disquiet. 

The works are exhibited here as they would 
be in the physical environment, with the only 
noteworthy discrepancy being the housing 
of video works within individuated floating 
booths. During a virtual tour of the exhibition 

(delivered via Facebook), Strain, after viewing 
Janet Hoy’s Turning and Turning (a short vid-
eo work which takes Yeats’ The Second Coming 
as inspiration), referred to the art gallery as an 
emotional space, a place where you were free to 
be an emotional being. Although much is lost 
in the transition to the virtual, I feel as if this 
sense of freedom is one which is heightened, 
as laying hunched over a screen, eyes fixated 
on flickering images, is an experience that most 
would associate with a sense of privacy. Of the 
works of art themselves, Paul Murray’s Along the 
line is a standout, as its tiny, pixelated-looking 
form draws the attention of the eye. Upon closer 
inspection the nuanced touch of a human, rath-
er than digital, hand is evident in its geometric 
design. A detail from a much larger work being 
produced on ash, the diminutive snippet on dis-
play here aids the viewer’s ability to comprehend 
and appreciate its visual complexity – something 
which can often be lost when larger pieces are 
displayed in the virtual.

When we refer to our present condition as 
‘post-digital’, to contemporary life as ‘post-in-
ternet’, it does not mean such frameworks have 
been surpassed, but rather they have bored so 
deeply into the fabric of existence that we begin 
to take them for granted. That is to say, in a cer-
tain sense they become naturalised. If we resist 
the logic of binary operations that would rigid-
ly oppose one with the other, the virtualisation 
of the gallery environment can be seen as just 
another facet of everyday experience that has 
been subsumed and integrated into the structure 
of our global digital network. The construction 
of, and viewer envelopment within, three-di-
mensional digital spaces is but one method by 
which this process of virtualisation is occur-
ring. Although at the present moment the gap 
between the real and simulation is still signifi-
cant enough as to make the format somewhat 
jarring, the lacuna is always closing. We’re not 
post-3D-virtual yet, but the road ahead has been 
mapped.

Laurence Counihan is an Irish-Filipino 
writer and critic, who is currently a PhD 
candidate and teaching assistant in the 
History of Art department at University 
College Cork.

panels, which they then sent to the artist, who is 
currently living in a different county. These pho-
tographs have been printed on acetate. One can 
be seen taped to Pacella’s window.

As a curatorial endeavour, ‘Not Alone’ has 
gone one step further than other ‘mail art’ ini-
tiatives, by posting actual sculptural artworks, as 
opposed to 2D or text-based work.1 However, 
as with many online exhibitions, there is a flat-
tening out or equalising that takes place. In this 
case, each of the artworks are reduced to a poor-
ly-lit image and limited to the 1080 × 1080 px 
square allowed by Instagram. This leaves a sense 
of removal between the works and the viewer – a 
feeling of not having seen the work fully. Indeed, 
it is early days with a project like this. One can 
only assume that the exhibition will become 
richer, the more it is installed, as the repetition 
and accumulation intrinsic to its travel will be 
interpreted and reiterated in new and unexpect-
ed ways.

Gwen Burlington is a writer based 
between Wexford and London.

‘Drawn from Borders’, virtual installation view; image courtesy of the artists and Artlink

Notes
1 Recent examples include: Eliel Jones’s ‘Queer Corre-
spondence’ at Cell Project Space in London, and Chris-
tina Massey’s ‘The USPS Art Project’ at Ely Centre of 
Contemporary Art.

Sharon Kelly, Sutured, 2020, scrim, thread; image cour-
tesy the artist and Golden Thread Gallery

John Rainey, To think about things that appear to be 
separate, 2020, parian porcelain; courtesy of the artist 
and Golden Thread Gallery
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Bernadette Doolan ‘The House That Built Me’
GOMA, Waterford
30 July – 26 September 2020

Sinéad Ní Mhaonaigh
The Dock, Carrick-on-Shannon
16 July – 10 October 2020

WATERFORD’S GOMA reopened its doors with 
an exhibition of oil paintings by Bernadette 
Doolan. ‘The House That Built Me’ presents a 
selection of figures and scenes said to explore 
memory and emotion. While the exhibition’s 
title suggests a deeply personal reflection, 
Doolan acknowledges that “the figure in my 
paintings represents me as a child but also a 
universal self ”. With these paintings she aims to 
connect the viewer to their own lived experience, 
by creating what she calls “a psychological 
pause”. The subject of this work is childhood, 
so where a viewer’s experience comes into play, 
it inevitably lends itself to more personalised 
memories and concepts of childhood. ‘The 
House That Built Me’ refers to the influences 
which shape our growth into adolescence and 
her titles underline a clear imagery around these 
moments of development. In a gallery talk on 
29 August with Aoibhie McCarthy, Director 
of Cork’s Sample-Studios, we learned of the 
artist’s early clay reliefs, as well as her studies in 
psychology. Both facets are utilised here to tell 
us something about imagined worlds.

Spaced over three rooms, we observe Dool-
an’s figures in moments of play and isolation. 
Even before details are to be provided for con-
tact tracing, three works in GOMA’s reception 
space invite our attention. One of these works, 
titled Imaginary Friends, shows a figure wearing 
stripy pink socks and a shimmering tutu. The 
composition cuts off at the figure’s torso, while 
the head of a hobby horse enters from bottom 
right. Against a background of uniform grey 
cloud shapes, the horse’s hair plays off a light-
er brushwork, suggesting shadows settling on 
chiffon fabric. One lone eye stares back from the 
picture, the horse’s fixed expression conveyed as 
an open mouth submerging into a darker grey 
band. Those hanging clouds may constitute a 
particularly dour wallpaper or they may invoke 
a symbolism and subtext, providing additional 
colour to the other elements of the composition. 
In either case, their routine pattern and spacing 
offers a sense of motion, neatly bridging the 
planes that describe the scene.

If these dark clouds add intrigue to a seem-
ingly idyllic and privileged childhood, the 
faux-forlorn expression of the girl in Eat your 
peas reminds us that what we see as tenacity 

can sometimes appear to others as stubborn 
mindedness. Despite this weighty psychologi-
cal reflection, Eat your peas is a simple picture. 
A magnolia coloured backing, with pink ara-
besques, props up the girl wearing a green school 
jumper. Her complexion, patched together and 
plumped out with layered tones, affords her a 
depth, even a story.

A smaller painting nearby illustrates a sin-
gle object, a paper fortune teller, against a teal 
blue background. Ordinarily occupied by fore-
fingers and thumbs, this origami instrument can 
be manipulated to deliver a speculative fiction 
about future loves and riches – a game highly 
reminiscent of school days. The title, Pick a num-
ber, pick a colour, echoes the phrase used by the 
initiator of the game’s practice among players. 
These three works outline the themes and objec-
tives which are returned to throughout the show, 
where performativity and the capturing of a sub-
ject indicate pauses in an emotional landscape.

The long rectangular painting, Self-sufficient 
and breakfast, contains only one figure, again a 
girl at a table. Light on detail, this filmic image 
instils the blankness of memory as a dramatic 
device. The question, if we should ask it, is how 
much of our memory is concealed by absence? 
But rather than references to theoretical psy-
chology, it is the bodily experience of empathy 
which defines Doolan’s work. Her handling of 
paint draws the viewer closer, and her almost 
two-dimensional style achieves just enough 
character to convey the quiet idleness of the 
unknown. Like marionettes and other forms of 
shadow play, the viewer animates the scene.

Victorian novelist, Violet Paget (who wrote 
under the pseudonym Vernon Lee) made per-
haps the first literary attempt to describe what 
we call ‘empathy’. Einfühlung was, according to 
Paget, “exercised only when our feelings enter, 
and are absorbed into, the form we perceive.” 
Simply, and by example, ‘The House That Built 
Me’ encourages us to pause with that encounter.

Darren Caffrey is an artist and art writer 
currently based in the South East.

Bernadette Doolan, The Oddballs My Besties, acrylic on paper, 180 × 120cm; courtesy of the artist

ENTERING THE DOCK, I head for Gallery 2 
first; it’s the brightest room and the optimist 
within me moves naturally towards the light. 
And it’s spectacular, pouring through large, 
west-facing windows, highlighting individual 
works, or casting them into shadow according 
to its whim. The shifting light messes with the 
physicality of the paintings too, their luscious 
impastos emphasised one minute, only to be 
dematerialised the next. As a viewing experience 
this is frustrating but also a reminder of the act 
of painting itself, the painted surfaces remaining 
vexed and alive, seemingly never coming to rest. 
The Dock’s exhibition spaces have proven 
remarkably flexible, and the team there – 
including Director Sarah Searson and Visual 
Arts Manager Laura Mahon – have presented 
memorable shows by Ailbhe Ní Bhriain, 
Marcel Vidal and Anita Groener, among many 
others, in recent years. The presentation of Ní 
Mhaonaigh’s work is relatively straightforward, 
the paintings hung alone or in pairs, judiciously 
distributed between the two main spaces and the 
mezzanine, where a series of five small paintings 
provides a link between the larger rooms. 
Spanning a decade or so (the majority are from 
this year and 2011) there are twenty paintings in 
all, marked by their similarities as much as their 
differences.

Four paintings in Gallery 2 are called Teo-
rainn (all 2020)1. Their depictions of bound-
ed space are typical of the artist, with borders 
painted within the physical border of the canvas 
support itself. The oil paint is applied thick-
ly, with the appearance of being worked and 
reworked over a long period of time. In Teo-
rainn II striations and layers are made visible by 
a comprehensive scraping back of the painted 
surface. Distressed pinks and glimmering yel-
lows have the appearance of a body exposed. 
Normally accumulative, the painting process is 
revealed as mostly an act of attrition. The paint-
ing shares a motif with its neighbour Teorainn 
I, where evenly applied strips of grey and pink 
form a compressed, central stack. These little 
heaps of paint reminded me of discarded mat-
tresses or piles of old books. I also thought of 
certain paintings by Phillip Guston, his great 
pile-ups of shoes and cakes. I’d hazard Guston 
is important to Ní Mhaonaigh; for his palette 

and application of paint as much as his journey 
between abstraction and figuration.     

In Gallery 1, where the light is more tem-
pered, an arched recess offers an ideal home 
for Monument II (2020), the painting’s golden 
hues and composition of raked, heroic building 
blocks well suited to hints of divinity inherent 
in the large niche. On the opposite wall a much 
smaller painting, Untitled (2011) hovers above 
a black marble fireplace. The smooth mantle 
reflects the lustre of the painting’s filigreed skin, 
bringing both surfaces additionally alive. Else-
where in Gallery 1, a black and white painting, 
also Untitled (2011), looks like a large, heavily 
worked Polaroid, its distinctive black frame as 
though the borders of the photograph had been 
reversed. Unlike the scoring technique often 
employed by the artist – where graphic forms 
are swiftly drawn into the surface layers – the 
cartoonish shapes inhabiting this painting have 
been incrementally built with short, dabbing 
brushstrokes. While this haptic quality draws 
your eye into and across the painted surface, 
the surrounding borders cut off the action like a 
theatrical curtain, lest you forget that painting is 
always some kind of act. 

The five paintings (all Untitled, 2011) on the 
mezzanine are lined up above a wainscoting. As 
though through the windows of a train, their 
darkly-framed, squeegeed surfaces suggest a 
passing landscape. Dabbed, dragged and tickled, 
the paint in Ní Mhaonaigh’s paintings seems 
always on the move. You sense that she too, is 
always moving, from one painting to the next, 
the act of painting an endless, restless enquiry. 
When a painting is finished, the viewer can take 
over at last. But this can be a cat and mouse 
game. Even the best paintings here never seem 
quite fixed. Their mercurial quality – that sun-
light so accentuates – making them lively to look 
at but also curiously provisional. As a viewer I 
didn’t always feel privileged with the finished 
version, as though the painter’s commitment to 
painting makes her reluctant to let them go. 

John Graham is an artist based in Dublin.

Sinéad Ní Mhaonaigh, Untitled, 2011, oil on canvas, installation view, The Dock; photograph by Gillian Buckley, courtesy 
of the artist and The Dock

Notes
1 ‘Teorainn’ is an Irish word that means boundary. It might 
also be translated as limit, border or frontier.
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ENTERING THE IRREGULAR rectangle that is The Source 
Arts Centre gallery space, one might think there is little that 
can be hidden here. There are no annexes, no nooks or cran-
nies, no corners around which one might meet with the unex-
pected. All the work is visible from the entrance, a generous 
gap in the wall, rather than a doorway. However, such open-
ness and clarity does not only serve uncomplicated display. In 
the right hands, such a space can be used to allow thoughts to 
take shape, beyond that which is immediately seen. 

For ‘Hypercarbon’, an exhibition by Tipperary-based art-
ist, Austin McQuinn, all four walls are hung with framed ink 
drawings, regularly spaced, more or less. The works on three 
of the walls have been sketched on off-white, stained butch-
er’s paper, blurred as if with old blood that, despite being 
scrubbed and scrubbed, never quite rinses away. Inked lines, 
ranging in hue from raw umber to yellow ochre, describe 
irregular shapes that thrust upwards from the bottom frame, 
like rocky outcrops in bleak landscapes, their irregular planes 
as striated as muscle tissue. Here and there, these sinuous 
paths are interrupted by barnacle-like growths – aggregations 
of tiny monochromatic half circles that overlap like feathers or 
scales. The effect is of relentless, if tortured, growth. The plain, 
umber-coloured frames, which might have entirely contained 
such energy, are offset by the ragged edge of the background 
wash, and by the irregular painted line that fringes each page, 
imprecisely aping the rectangular frame. The impression is of 
something out of sight; something shrouded in the mist of 
white walls. 

While there are echoes of the work of painter, Tom Cli-
ment, in these irregular geometric forms, tense with warring 
planes, Climent’s seductively coloured, Hy-Brasil-like work, 
is rooted in and rises from a recognisable landscape – one 
acted on by man. Conversely, McQuinn’s explorations, for 
the most part restricted to arterial lines and earthen tones, 
burrow down into prehistory, excavating the original life-
force that shaped man in the first place. The restriction of 
tone allows for the natural vibrancy of the materials – fatty 
beeswax, manipulated bog oak, pigmented ink – to sound a 
common note in our flesh, our bone, our humming blood, 
encompassing our shared course as we emerged from the 
dark into light. 

On the fourth wall, separated by slightly increasing gaps, 
are more drawings, this time red ink on a red wash that 
extends right to the frame, suggesting a hot thrumming 

Life Forms
CLARE SCOTT REFLECTS ON AUSTIN MCQUINN’S SOLO EXHIBITION, 
‘HYPERCARBON’, AT THE SOURCE ARTS CENTRE, THURLES.

space of replicating cells, glistening muscle, estuaries of blood. 
Beneath these bloody drawings, departing from the wall – 
ejected by it, even – are bog oak sculptures, as black as pitch, 
created in collaboration with McQuinn’s father, Terence. 
These lumpen, fossil-like forms begin a fitful creep across the 
gallery floor. This trail of detritus suggests waste from some 
prototypical lifeform: a misshapen limb dabbling, perhaps, in 
primordial ooze; frozen muscles, welded to blackened pre-
cursors of arm bones, arch across stone, as white as bone and 
veined with gold. A scapula juts, gobbets of petrified flesh lie 
randomly around, as the toothy jaw of an ancient monster 
gapes a rictus grin.

The modest size of the sculptures, worked upon separately 
over the lockdown by father and son, only serves to stimu-
late thoughts of lives which twist and writhe beyond these 
walls, while lending another dimension to the drawings as 
they struggle in their frames. The thought arrives that if I 
stay here long enough, these misshapen ‘heads’ might break 
from their frames, as the white wall dissolves, revealing itself 
as an impossibly delicate emulsion over the bottomless mass 
of ooze beneath. 

While the works presented in ‘Hypercarbon’ seem to have 
a more formal appearance than McQuinn’s earlier works, one 
easily detects in this glacially-slow invasion of the space, a 
connection to the other media – particularly performance 
and its intersection with visual culture, prominent within 
McQuinn’s wider practice to date. It is Ireland’s vivid live art 
landscape – the durational work, the aftermaths suggesting 
so much that is left unsaid – that cradles these ancient life 
forms. By combining the framed pieces and the sculptures 
with a suggestion of an action that is outside our ability to 
apprehend, ‘Hypercarbon’ invites the imagination to expand 
into the vast unknown that lies beyond our view – the source 
from which we sprang.

Austin McQuinn’s exhibition, ‘Hypercarbon’, was spe-
cially commissioned by The Source Arts Centre and 
ran from 12 September to 17 October 2020.
thesourceartscentre.ie

Clare Scott is an artist and writer based in the South 
East of Ireland.
clarescott.ie

Austin McQuinn, ‘Hypercarbon’, installation view, The Source Arts Centre; photograph by HelenaTobin, all images courtesy of the artist and The Source Arts Centre

Austin McQuinn, Dharma Above Ground, ink on canvas 100 × 120 cm

Austin McQuinn, Blood Atlas III, ink and acrylic on canvas, 40 × 50 cm
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CATHERINE MARSHALL DISCUSSES ‘6’ – A RECENT 
GROUP EXHIBITION IN KILFANE GLEBE HOUSE 
STUDIO, THOMASTOWN, COUNTY KILKENNY.

Six Artists

THOSE IN THE know, will recognise the site of this exhibition as Hughie 
O’Donoghue’s old studio, before he relocated to Mayo and England about 
a decade ago. Many will remember a very dark, cavernous space at that 
time, which was absolutely dominated by the work of one artist. Despite 
this legacy, Kilfane Glebe House Studio remains a challenging space for a 
group show because of its scale, proportions and history.

Paul Mosse used to draw obsessively. Now he makes work in which all 
kinds of materials – detritus most often found in waste-grounds, aban-
doned industrial warehouses or farmyards, that have been subjected to a 
plethora of interventions – have become his modus operandi. The work is 
still obsessive, and it still functions as drawings do, even when presented 
as three-dimensional sculptures. However, these drawings do not explore 
ideas for a finished work in a desired medium. Instead, just as the first 
tentative pencil or charcoal mark on paper is exploratory and largely 
instinctive, so these accumulations of glues, plastics, paper, and whatever 
you are having yourself, emerge from radically transformative processes; 
they implode, explode, weather, or morph out of their chemical structures 
to become something unforeseen and utterly new, only halted when the 
artist recognises something inherently satisfying in the resulting object. 
From the most inauspicious beginnings, they are also incredibly beautiful 
– take, for example, the sculpture called Snowflake – although it is treading 
on dangerous ground, these days, to assert the right of art to be beautiful. 
Modernity insists that we put truth and integrity to materials and process 
ahead of beauty, so when an artwork negotiates those requirements and 
manages to be beautiful, delicate, vulnerable and ambiguous as well, we 
need to pay attention to it.

During the High Renaissance, Albrecht Dürer and Michelangelo cre-
ated a discourse around the godlike nature of artist’s creativity. I doubt if 
Mosse would like to be compared to god, but there is something godlike 
yet humble about the insistence that you can make something beautiful 

Eric Phillips, L’Ours, 2018, handcrafted cedar and ash canoe; ash, sapele, cherrywood paddles, and cedar surfboard, 2020; photograph by Sinéad Lucey, courtesy of the artist
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and transformative out of nothing, or from what has been 
rejected by everyone else. And who would have expected that 
wood glue, subjected to heat and contact with other sub-
stances, would turn into arabesques of pattern, too intricate 
to describe, yet as seemingly infinite as nature itself? Mosse’s 
work has always offered parallels to the make-up of planet 
earth, with layer upon layer of matter activated by life forc-
es that cause big bangs and small bangs in the form of ice-
age forces, volcanoes, desertification, fertility and decay, but 
always with the most mesmerising results. He is the John 
Clare of contemporary Ireland – a visionary, obsessed with 
the making of art, but quite incapable of promoting it in the 
world of commerce and business in which art has to struggle 
for visibility.1

Mosse’s work, and his presentation of it, could hardly be 
in greater contrast to that of Eric Phillips, whose pristine-
ly smoothed and polished surfaces are the perfect foil for 
his designed, functional objects, from domestic furniture to 
watercraft, boats, oars and skateboards. The two artists repre-
sent the opposite ends of the exhibition spectrum: one asks 
nothing of the viewer, offers no inducements other than the 
work itself; while the other is all seduction and presented 
accordingly. Unlike Mosse’s work, which refuses to divulge 
what might be going on in its murky interiors, you want to 
caress Phillips’s boat, take it on the river, even while you fear 
tarnishing those alluring surfaces. Phillips is a designer and 
master craftsman, demanding the highest standards of manu-
facture and finish from himself and those he occasionally col-
laborates with, such as fabric designer, Alexis Bernstorff, and 
his wood suppliers. He makes work from wood, the proper-
ties of which he knows inside out, exploiting the pliability 
and strength as well as the colours inherent in native timbers 
– such as spalted beech, ash, larch and wild cherry – with the 
occasional use of imported woods like Canadian cedar. In his 
work, it is his knowledge of how to achieve a preordained 
design superlatively that makes the viewer gasp, rather than 
any unexpected outcomes.

Mary Ann Gelly’s small-scale sculptures of figures – 
sometimes human, sometimes animal or bird, or a metamor-
phosis of all of them – are made from a rich combination of 
techniques, from stone carving or bronze casting, to sewing, 
knotting, felting, knitting, patchworking and ceramic. She 
brings us into a fantasy world of creatures that cannot be eas-
ily categorised. At times they evoke the paintings of Hierony-
mus Bosch, with similarly disturbing psychological moments, 
such as Figure in Foxglove. Is it drowning or waving?  These 
are not soft toys that can be returned to the nursery, rather 
their beady eyes proclaim a refusal to be contained. Gelly has 
a keen interest in nature and mythology, made visible espe-
cially in small amorphous, half-human, half-fishlike crea-
tures, often made from such organic objects and materials as 
shells, driftwood, wool, hemp and wax. She works instinctive-
ly, allowing the figure she starts with to evolve into something 

else, as her materials or inclinations dictate. 
Recently shortlisted for the 2020 Zurich Portrait Prize, 

Sinéad Lucey used the forced restrictions of the COVID-19 
lockdown to explore the area within her permitted travel 
perimeters every day. Turning a vice into a virtue, lockdown 
in Lucey’s paintings becomes a hymn to the local and the 
ubiquitous, during a specific period from April to July 2020. 
Acknowledging homage to Paul Cézanne, she turns the 
hills around Inistioge and Graiguenamanagh into a Kilken-
ny Mont Ste Victoire, that has more to do with a love affair 
with her surroundings than a desire to reshape the direc-
tion of painting. But that love affair is life-affirming in the 
context of global pandemic and climate change. Painted on 
simple birch ply panels, her work celebrates the bucolic and 
the topographical, emphasised by the names of the individual 
fields and farms, while simultaneously remaining refreshingly 
devoid of pretension. If we are swept away by the virus, these 
little landscapes will stand forever as a record of a particular 
place and time and one artist’s relationship with it. 

Lorenzo Tonti’s photographic prints of flower and grass 
specimens are equally unpretentious but appear to retain all 
the power and suggestion of the historic DNA of the objects 
they represent. Art has nothing to add to something already 
magnificent, they declare, yet the very simplicity of the 
understatement renders them especially potent. And Tonti 
underlines that contention by showing each one, more or less 
life-size and in black and white, drawing out the mystery and 
artifice of each weed, wildflower and seed-head. There is a 
monumental, heroic quality about each specimen in his aus-
tere presentation of them. Although Tonti has been known to 
use colour in his photographs, in this show, the dark shadowy 
backgrounds around each curling leaf and stalk evoke a real 
sense of infinite space against which this fragile plant sur-
vives. From Italy via Switzerland, Tonti came to Ireland to 
work as a graphic designer at Kilkenny Design Workshops, 

but this exhibition establishes his position as a visual artist. 
The exhibition is brought full circle through the work of 

Sheila Naughton, comprising 22 very quiet, abstract waterc-
olour and gouache paintings. Beautifully and simply present-
ed, they float against the wall on un-framed, bevelled, birch 
ply panels. There is nothing to take attention away from the 
paintings as paintings. Naughton says: “the fundamental lan-
guage of painting and drawing remains simply one of engage-
ment between the artist and the viewer on an individual 
human level. I am interested in this one-to-one communica-
tion.” Like the paintings of Agnes Martin, Naughton’s small 
panels oblige us to follow each carefully modulated thin line 
of paint against its monochrome ground in a search for that 
human engagement, revealed only in the varying emphasis 
and strength of each line. They proclaim the existential right 
of painting to be, not to have to mean something, other than 
the compulsion of the artist to add line to fine line of colour 
until the accumulated effect is of tremendous, monumental 
conviction and perseverance. How much punch can you pack 
into a panel measuring a modest 21 × 30 cm, they ask? The 
answer couldn’t be clearer – it is the enigmatic answer that 
Keats’s Grecian urn gave two centuries ago: “This is all ye 
know on earth or need to know”. That question will tease and 
delight us forever, just as these images will.

Each one of the artists in ‘6’ is significant. Their collabora-
tion here brings widely divergent practices together and adds 
to more than the sum of the individual parts. They all live in 
and around County Kilkenny and came together to find a 
way of making their work visible in a challenging year and 
outside the normal gallery constraints. Some wanted to sim-
ply show the work as it is in the studio, others to replicate the 
perfection of the white cube gallery space; but that very diver-
gence raises interesting questions about how we see, know 
and experience art, and fundamentally, how art and artists 
survive in the world of high capitalist consumerism. Kilkenny 
is full of surprises. It gives us something new every year with 
the annual Kilkenny Arts Festival, enhanced, in its 46th year, 
by the opening of the new Butler Gallery. The festival was 
greatly challenged by COVID-19 restrictions, but ‘6’ shows 
what determined artists can do without any festival support. 
A curator could have helped them to make tough decisions 
about the selection and presentation of artworks, but these 
are minor quibbles in the face of a truly stimulating body of 
work that, for all its local references, could travel anywhere in 
the world. I can’t wait for what they will do next year. 

Catherine Marshall is a curator and art writer, former 
head of Collections at IMMA and co-editor of Art and 
Architecture of Ireland, Twentieth Century (2014).

Notes
1 John Clare (1793–1864) was a self-taught, English poet who celebrated 
country life, already threatened in his lifetime. 

Paul Mosse, Camo, 2020, wood, glue, wax, plastic, wire, thread; 
photograph by Sinéad Lucey, courtesy of the artist

Foreground: Mary Ann Gelly, Dog, 2019, cloth, fibre, wood, clay, gold cuff links. Background: Sinéad Lucey, 
Studies of the Nore Valley, 2020, oil on panels; photograph by Sinéad Lucey, courtesy of the artists

Sheila Naughton, gouache and watercolour on paper mounted on panel; photograph by Sinéad Lucey, 
courtesy of the artist
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THEO HYNAN-RATCLIFFE CONSIDERS PHASE ONE OF 
THE 39TH EVA INTERNATIONAL. 

The Eye, The Voice

‘LITTLE DID THEY KNOW’ – the title of EVA International’s Guest Pro-
gramme – holds apt and ominous meaning for us all now. It is an almost 
uncanny prediction of what the biennale would encounter in the months 
preceding the launch of its 39th edition in early September. Developed by 
Istanbul-based curator, Merve Elveren, this year’s Guest Programme seeks 
to assemble “strategies of collective action and gestures of survival.” We 
stand at the intersection of fiction and non-fiction, past and present, across 
national and international documentations of land. 

Notably, this is the first manifestation of the reconfigured biennale 
programme, now delivered across three phases and comprising four key 
strands: Platform Commissions, Partnership Projects, Guest Programme 
and Better Words, all overseen by EVA Director, Matt Packer. Occupy-
ing various sites across Limerick city, the presented artworks explore the 
thematic premise of the ‘Golden Vein’, a nineteenth-century term for the 
fertile landscape of County Limerick. Drawing attention to the land as a 
powerful force, artists examine political, economic and symbolic relations, 
as well as impacts on labour, personal experience and collective memory, 
with ‘contested space’ at the core of this biennale.  

In the context of the pandemic, anxieties around occupying public space 
have accelerated the retreat into digital realms. Over the last six months, 
art institutions have had to position themselves, regarding how they occu-
py space – with exhibitions either waiting behind closed doors or being 
adapted for the virtual realm, their physical sites abandoned. This has 
forced radical new understandings of how we communicate and consume 
contemporary art, and how we facilitate its making, during one of the 
most tumultuous global experiences in our time. Tenaciously launching a 
physical exhibition, during a time of widespread virtual showcases, EVA 
consciously acknowledges that artworks, and the conversations unfolding 
around them, need physical space and bodily proximity. 

The top floor of the EVA Offices and Archive plays host to a video 
work by Eimear Walshe – one of four artists selected to develop new work 
for the Platform Commissions. Visitors find the artist waiting for them 
onscreen, with arms outstretched, for a sermon of sorts. Walshe’s piece 
places power onto the viewer to activate the context of the scene.  The Land 
Question: Where the fuck am I supposed to have sex?, is a 38-minute video 
piece, a self-proclaimed ‘artist talk’, which draws attention to the contested 
occupation of land in Irish history. It acts both as a personal monologue on 
how land should be used, and as a form of political questioning as to how 

Eimear Walshe, The Land Question: Where the fuck am I supposed to have sex?, 2020, installation view; photography b Jed Niezgoda, courtesy of the artist and EVA International
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we have allowed land to be appropriated – economically and 
personally, internally and externally, particularly with regard 
to safety and intimacy. In an earlier interview with the artist, 
they expressed the urgency of their intention to “rethink (and 
materially alter) how land is valuated, shared, distributed, and 
inherited.” The use of personal monologue runs throughout 
the biennale, as a beautiful narrative rhythm, tying individual 
and political perceptions together. 

Speculative fiction is used both as a material and struc-
tural device in Bora Baboci’s audio work, which is located on 
the river walk at Merchant Quay. Viewers access the piece 
via a QR code and listen whilst watching the Curragower 
Falls. Predictions (2020) constructs a fictive weather report, 
using tidal charts to forecast the Shannon River running dry, 
Limerick’s heart laid barren. As we observe the sheer force 
of the water, Baboci’s forecast toes a beautiful line between 
probability and impossibility. 

In the Sailors Home, the curator’s principal interest in cre-
ative archival research is apparent. First encountered is the 
archive of the Women Artists Action Group’s (WAAG). A 
slide projection shows artworks by Irish female artists, giv-
ing them space and recognition within the context of their 
first exhibition in the late 1980s. In Michele Horrigan’s 
installation, titled Stigma Damages, a large-scale photograph 
appears to depict raw geology, perhaps a close-up of rocks 
or layered earth. However, details of a human landscape 
appear; it is simply and elegantly, a screenshot from Google 
Earth, depicting the site of an aluminium refinery, situated on 
Aughinish Island, just 20 miles downstream from Limerick 
city. Display tables also contain archival material relating to 
the site, collected by the artist. 

This extraction of resources from the landscape is mir-
rored in Driant Zeneli’s films, installed at the back of Sailors 
Home. Two parts of a film trilogy are currently on display, 
with the third to be exhibited in one of EVA’s subsequent 
phases. Beneath the surface there is just another surface deals 
with the border of fact and fiction, functioning in the asso-
ciative visual language of science fiction. The films records 
chromium extraction in Bulqizë, which is used as an alloy for 
steel, eroding and rewriting the landscape and power struc-
tures of Albania. Multiple perspectives on engagement with 
the landscape – including various forms of value, extraction 
and occupation – enhance understandings of the destruction 
of land, both nationally and internationally. 

Áine McBride’s and/or land is a sculptural intervention in 
the form of an active and functional object – a new wheelchair 
ramp to improve accessibility. It appears at the entry point, 
as the reshaping of the site on the microscale of the build-
ing itself. McBride has also expanded into everyday spaces 
around the city, presenting a series of photographic works. 
Along with Eimear Walshe’s billboard work, How Much No 
Thanks (2020), the Platform Commissions demonstrate an 

ethos of purposeful interaction with Limerick’s urban centre. 
Stacked on the floor of the Sailors Home – and available 

in locations all around the city – are free copies of the pub-
lication, The Inextinguishable by Melanie Jackson and Esther 
Leslie. The illustrations draw you in, visualising and analysing 
the potent, political power of milk and our human connection 
with it, based on associations with nurture, sexualisation and 
biotechnical advancements in its production. Our associative 
and emotive intersections with the materiality of milk are 
beautifully constructed by the artists, specifically in relation 
to the Golden Vein, the country’s most prosperous land for 
dairy farming. 

Along the walls of the atrium in Limerick City Gallery 
of Art (LCGA) is Eirene Efstathiou’s series, A Jagged Line 
Through Space, which transports us to the Exarcheia district 
of Athens. Shrouded by frame and glass, lie delicate lines 
and place-making imprints. Razzle Dazzle, a series of mixed 
media works on paper, documents the parameters of the 
Exarcheia neighbourhood, mapped by six constituents, which 
are intercepted and translated by the artist’s hand to form 
pseudo-cartographic images. In a similar vein, Emily McFar-
land’s documentary video, Curraghinalt, tracks the chang-
ing ecology of the Sperrin Mountains of West Tyrone with 
imposition and intervention presented as acts of protection. 

Yane Calovski’s sculptural intervention, Personal Object 

(2017), reworks, activates and responds to the gallery, expand-
ing to fill the space. This installation catches the attention of 
the body, coming across as some kind of self-reflexive archive. 
The past and present are bridged, as new and old works merge 
together. Drawings, photographs, collages and text hang on 
false walls. As one moves around the space, hidden relation-
ships to the architecture are revealed. Wooden blocks hug 
the skirting board, and a false room opens out, displaying a 
mattress resting on the floor. These elements are delicately 
formed sculptural scenes, but it is hard to pinpoint exactly 
where these belong within the artist’s personal archives.   

Walking through LCGA on 6 October – just before new 
COVID-19 restrictions come into effect, closing venues to 
the public once again – the rhythm of Laura Fitzgerald’s  
installation, Fantasy Farming, finds me, or I find it, as I move 
between the two hayshed shed spaces, following, tracing, lis-
tening to the back and forth of the speakers in each space, 
as they alternate in conversation with one another. We are 
standing in one hayshed, listening to the sound of its own 
making and the constellation of objects and drawings that 
fill the room, all bound by this voice of the artist as she nar-
rates the experience – ours and her own. It is the clicking and 
the whirring; the presence of the wires coiled on the ground, 
highlighting the interconnections of the speakers; a network 
around the room. It is the sheer openness in her voice as she 
tells us exactly how she made the pieces we are standing 
inside, grounding the work in the site and in the land, as it 
is now: her seeing the welder on sale in Lidl or dashing to 
Easons to get markers on offer. This is how things work, daily 
in the spaces we occupy. They are important and are part of 
the work’s materiality. 

This first phase of the 39th EVA International marks an 
incredibly exciting beginning which is testament to the cre-
ative curatorial decisions, the strength and honesty of the 
voices, and the adaptability of the artists and the whole EVA 
team. The individual artworks and research-based projects 
presented encapsulate actions and dialogue aimed at reori-
entating, reacting and responding, while creating new knowl-
edge of landscape and our collective relationships with it. The 
framing of these works is a poignant reminder of the kind of 
questions we should be asking about the spaces we occupy. 

Theo Hynan-Ratcliffe is a sculptor, critical/creative 
writer and founding member of MisCreating 
Sculpture Studios, Limerick. 
@materialbodies 

The second and third phases of the 39th EVA 
International will be launched in 2021. A dedicated 
website has been developed for the Guest Programme 
of the 39th EVA International, assembling content and 
resources that expand upon individual artworks and 
projects presented in the exhibition.
eva.ie/littledidtheyknow 

Laura Fitzgerald, Fantasy Farming, 2020, installation view; photography by Jed Niezgoda, courtesy of the artist and EVA 
International

Driant Zeneli, It would not be possible to leave the planet eart unless gravity existed, 2017, installation view; photography by Jed 
Niezgoda, courtesy of the artist and EVA International
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JOANNE LAWS INTERVIEWS SARAH BROWNE, CURATOR OF 
TULCA FESTIVAL OF VISUAL ARTS 2020.

Forerunner (Tom Watt, Tanad Williams & Andreas Kindler von Knobloch), Misplaced Concreteness (2017-ongoing), Grizedale Arts, UK, curated by Adam Sutherland; photograph by and courtesy of the artists

Joanne Laws: Can you discuss the curatorial brief for TULCA Festival of 
Visual Arts 2020?  
Sarah Browne: The title is borrowed from Colin Dayan’s 2011 book, The 
Law is a White Dog: how legal rituals make and unmake persons. Taking the 
law as a protagonist, the book draws together an unlikely community 
of subjects who have been denied personhood through its operations, 
as a means to sustain and uphold the social order – detained prisoners, 
racialised slaves, wanton women, refugees, abused animals. Conceived 
in the legal imagination in this way, these different classes of person are 
allocated unequal capacities for reason and for pain, and are distributed 
different rights to property – whether rights to own one’s own body, or 
to acquire land. What kind of psychic power must the law possess when 
it makes judgements about capacity or disability, and the need to confine 
such persons? Where Dayan’s book explores the interaction of personhood 
and dispossession within the USA, its themes find particular resonance 
in Connacht, the alternative to ‘hell’, as offered by Cromwell during the 
time of the Penal Laws and the mass evictions of the Plantation era in 
Ireland. Today, it offers new ways to recognise persistent legal spectres and 
zones of exception in the west of Ireland landscape, such as the asylum-
seekers detained in Direct Provision Centres who are awaiting a ruling, 
and those who survived (or tragically died) inside state-approved religious 
institutions, such as the Mother and Baby Home at Tuam, or the industrial 
school at Letterfrack. 

The curatorial brief departs from my own artistic research, and to a 
lesser extent my experiences as an artist. Last year, I was included in a 
group exhibition, ‘Irish Women Artists since 1984’. In 1983 the Eighth 
Amendment was added to the Irish Constitution and invented two dif-
ferent categories of person in law (the ‘mother’ and the ‘unborn’), whose 
rights were poised in temporary, hypothetical opposition. This experience 
made me realise that I am still haunted by this deeply-felt experience of 

The Law is a White Dog 

Festival
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conditional autonomy – personally and now in a professional 
context. None of this information was explicit in the exhi-
bition title, but 1984 was a nod towards this horrible legal 
artefact. My practice had not been framed as that of an ‘Irish 
woman artist’ before, and while I understand that it is techni-
cally a fact, I felt somewhat disorientated by the designation. 
What does it do to an artist to describe their artwork through 
their assigned identity? What does this reveal, or hide from 
legibility? These were some of the concerns that I brought to 
the curation of this year’s edition of TULCA. 

JL: Were there any unexpected themes emerging among 
proposals selected through the open call? 
SB: Artists applying through the open call were invited to 
consider their work as forms of address that could relate to 
processes such as bearing witness, giving testimony, granting 
pardon, lodging complaint, forming contracts, presenting 
evidence – or steadfastly refusing to speak in those terms. 
This invitation was like pouring molten lead into water and 
watching to see what shapes might emerge. It was scheduled 
to close on 20 March, a deadline which we extended by a 
week, as it coincided almost exactly with the initiation of 
COVID-19 workplace closures and movement restrictions in 
Ireland. There were 180 eligible applications, and I spent a 
number of weeks reading through the proposals and parsing 
through the possibilities, following up with artists, taking 
the temperature. In this way, the curation and overall form 
of the festival has evolved very much in and through the 
temporality of the lockdown, and the shifting public health 
guidelines and public sentiment due to the pandemic. The 
concerns of the brief, which touch on institutionalisation and 
confinement, have seemed unnervingly close.

The process of seeing and imagining connections between 
different practices was very rewarding, to feel the project 
begin to come alive through the responses. It was a privilege 
to discover practices very intimately that I hadn’t encountered 
at all before. The process of witnessing my own response to 
what was set in motion by the open call was as surprising as 
anything else: a deeper sense of the west of Ireland, folklore 
and landscape has seeped into the project than I could have 
expected. While the curatorial brief addresses traumatic his-
tories, the artists involved in the project have many tactics of 
investigation, proposal and response, and this includes colour 
and music and joy in ways that I couldn’t have anticipated. 

JL: In what way does your experience as an artist influence 
your values as a curator?  
SB: I’ve tried to model as a curator some of the more 
enriching experiences I have had while working as an artist. 
A curator can contribute very significantly to an artistic 
practice: this might be through developing discourse and 
writing about work in a context, restaging it in a certain way, 
or putting certain relationships in place (with other artist 
practices or in an exhibition space). Sometimes a curator 

can find ways of securing resources for a practice, whether 
material or immaterial. I have invested my energy into this 
kind of curatorial work that is collaborative and mutually 
developmental, rather than working simply as an adjudicator. 
This involves working to build transparency and trust in 
relationships. With an awareness of the pandemic, it has also 
been particularly important to get the balance of invitation 
right: to know when that feels like an opportunity and when 
it feels like an unwelcome demand. What is ‘too much’ in 
a time of great fatigue, stress and anxiety? What feels like 
meaningful and rewarding work at this time? 

The presentation is based on what I feel is the best treat-
ment of each artwork and there is no hierarchy between 
exhibition and event-based programming. There is no ‘main 
programme’ and ‘support programme’. Funding was secured 
from Galway County Council for Forerunner (Tanad Wil-
liams and Andreas Kindler van Knobloch) to produce a new, 
site-specific intervention in the An Post Festival Gallery, 
and to deliver a professional development workshop to Gal-
way-based artists. Soft Fiction Projects (Emily McFarland 
and Alessia Cargnelli) will carry out a workshop with mem-
bers of shOUT! and CAPE youth groups. Caroline Camp-
bell (Loitering Theatre) will also expand her intergenerational 
feminist project, Protest Archive, through a workshop format. 
Academics from the Law School and Centre of Human 
Rights at NUIG, such as Dr Maeve O’Rourke, have been 
generous contributors to the research and will also feature in 
some of the discursive elements of the public programme and 
the book. This kind of sharing across disciplinary knowledge 
boundaries is also very important to me.

It’s an exciting opportunity for an artist, and a challenge, 
to take this kind of temporary role in an organisation too. 
The Law is a White Dog aims to develop understandings of 
personhood that are rich and complex, particularly in relation 
to capacity, and my curatorial proposal also involved a provi-
sion for training with Arts and Disability Ireland for myself 
and members of the TULCA team, including the Board. This 
was also offered to partner organisations and artists in the 
project, for whom accessibility is an emergent concern or an 
ongoing research focus. I’m interested in how the concern of 
an artwork or curatorial project is not simply ‘content’ but can 
impact how an organisation functions and communicates. 

JL: What can viewers expect to encounter when festival 
venues open on 6 November? 
SB: The festival includes a book, a podcast series, a series of 
workshops, a billboard and screening programme at PÁLÁS 
cinema, as well as an exhibition of artworks and other 
artefacts. Even audiences who cannot visit Galway will be 
able to experience some facet of The Law is a White Dog. 
There will be two significant group presentations in the An 
Post Festival Gallery and Galway Arts Centre. 126 Artist-
Run Gallery will host a solo presentation by Rory Pilgrim of 
their film project The Undercurrent. Engage Studios, formerly 

a medical centre and before that an industrial school, will be 
the location for a new solo presentation by Saoirse Wall – a 
‘fable-film’ titled Invalids of Love. Not all of the artefacts on 
view in the exhibition are artworks, or are made by professional 
artists: there is also a video made by A.M. Baggs, a non-
speaking autistic activist (who died this year), and a selection 
of artefacts known as bata scóir borrowed from the National 
Museum on view in Galway City Museum. All exhibition 
venues are wheelchair accessible, except for the first floor of 
Galway Arts Centre. Pre-booking will be necessary for some 
venues. Of the 20 artist presentations in the exhibition and 
public programme (including three collaborative entities), 12 
were invited and eight were selected through the open call. 
There are a further two contributions which are presented 
only in the book. 18 presentations are new works or have 
never been exhibited in Ireland before. 

JL: How have preparations for this year’s festival been 
impacted by COVID-19 public health measures? 
SB: What if a technician or producer or artist gets sick? What 
if I get sick? How can contracts be adapted to protect artists, 
and the organisation? No headphones, no communal seating, 
no touching anything. How much longer will installation 
take? What about volunteers, how can they be kept safe? 
When will delayed funding decisions be announced so the 
budget can be clarified? Online or ‘not–online’, do artists 
want to do that? There’s no money for that. When would we 
decide to cancel? When do we decide to announce? 

TULCA is a partnership organisation without a full-time 
staff or a venue, so the ‘feasibility’ criteria, integral to the 
open call, was very hard to get a fix on. It became clear that 
international travel would be impossible to plan for, and live 
performances that we could schedule would be fewer. Cer-
tain hoped-for collaborations sadly couldn’t happen. Mainly, 
confident communication has been extremely difficult, both 
internally with artists and the team, and externally with the 
wider public. Even as I write this, we are in our first week of 
installation and can’t be sure that we will get to open. The 
very question of what an audience might expect, desire or 
risk through visiting a contemporary art exhibition has been 
thrown into a different light by the pandemic. Curating the 
festival has been a way of being in close touch at a distance 
and has given a rich sense of moving through this historical 
moment with others.

Sarah Browne is an artist based in Dublin. 
sarahbrowne.info 

TULCA Festival of Visual Arts 2020, titled ‘The Law is a 
White Dog’, is scheduled to run from 6 to 22 November 
2020, pending government restrictions and public 
health advice. For the full programme and list of 
participating artists, visit the TULCA website.
tulca.ie Maud Craigie, Indications of Guilt Part I (still), 2020, HD video, 50 minutes; courtesy of the artist

Kevin Mooney, Mammal, 2020, oil, distemper and acrylic 
on jute, 140 × 120 cm; courtesy of the artist
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JOANNE LAWS CONSIDERS SEVERAL PROJECTS COMMISSIONED 
FOR GALWAY 2020 EUROPEAN CAPITAL OF CULTURE.

THOUGH BESET FROM the outset with every obstacle 
imaginable – from early resignations, rumoured deficits and 
weather-related postponements, to the full-blown catastro-
phe of pandemic and unprecedented global lockdown – Gal-
way 2020 European Capital of Culture (ECoC) ended up 
delivering a timely panacea to the escalating inadequacies 
of the globalised art world. With COVID-19 bringing the 
planet to a standstill for more than half the year, many of 
the prescribed long-term benefits of holding the ECoC title 
– such as wider participation, social inclusion, or economic 
prosperity brought about by infrastructural investment and 
tourism – were either compromised, reduced or fundamental-
ly unachievable. When such policy imperatives dissolve and 
fall away, what endures is simply the art – in this instance, a 
slower and embodied form of art, with the capacity to make 
us think more deeply about our current reality.

Deviating from the methodologies of other large-scale 
exhibitionary events – like global art biennales, whose cos-
mopolitan urban centres generally funnel the global art 
market – the abbreviated Galway 2020 programme extend-
ed far beyond the city. Where biennales tend to address the 
universal rather than the particular – often adopting modes 
of ‘world-picturing’ to articulate pressing global concerns – 
Galway 2020’s county-wide programme assembled a robust 
set of multidisciplinary projects that were either physically or 
conceptually embedded in their immediate landscapes. From 
towns and villages, to boglands and archaeological landscapes, 
the distinctive spatial character of the west of Ireland land-
scape was harnessed as an effective exhibitionary platform. 

In journeying to remote places to view artworks, attend 
events or participate in workshops, audiences were exposed 
to many existing geo-cultural features – from the nuances of 
language and regional dialect, to the county’s deep-rooted 
maritime heritage and the slower pace of island life. Even 
the tumultuous weather patterns of the Atlantic coast proved 
memorable, shifting moodily across sublime landscapes. 
Described by Oscar Wilde as a “savage beauty”, Connemara 
was the setting for numerous projects, including a spectacu-
lar light installation in March by Finnish artist, Kari Kola. A 
thousand lights were installed across a five-kilometre stretch 
of Ceann Garbh mountain surrounding Loch na Fuaiche, 
illuminating the terrain at night with an electrifying aura 
of shimmering green orbs and indigo shafts. The spectacle 
was reminiscent of natural phenomena, such as the Aurora 
Borealis, or bioluminescence – the emission of light by liv-
ing organisms. In Irish folklore, atmospheric ghost lights 
seen by travellers at night – commonly cited as levitating 
around ringforts, bogs and woodlands – were often attributed 
to elemental spirits and fairies. A descending shroud of fog 
further enhanced the atmospheric conditions of Kola’s Sav-
age Beauty, which was also dramatically reflected in the still 
lake below. The light installation was originally intended as a 
public event, to be presented from 14 to 17 March; however, 
due to public health restrictions, it had to be reconfigured as 
a film and disseminated online. Happily, the aerial footage 
shows a steady flow of traffic along the lakeside, with locals 
experiencing private viewings, as they drove past in their cars. 

Another important manifestation of slow art encoun-
ters in the landscape was ‘Aerial/Sparks’, a well-conceived 
and ambitious interdisciplinary project, developed by artist 
Louise Manifold, in partnership with the Marine Institute. 
Seven artists, writers and composers from Ireland, Germa-
ny, England and Slovenia participated in research surveys 
onboard the Marine Institute’s Celtic Explorer, a multipur-
pose research vessel with sonic capabilities. During these 

Slow Art, 
Embodied Landscapes 

John Gerrard, Mirror Pavilion, Corn Work, 2020; photograph by Colm Hogan, courtesy of the artist and Galway 2020

David Stalling, Palace of Ships, 2020, multichannel sound, video, lighting; photograph by Tom Flanagan, courtesy of the artist and Galway 2020
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expeditions, artists worked alongside scientists monitoring 
biodiversity in the ocean wilderness. Acoustic and audio-vi-
sual works, inspired by the ocean environment, were exhibit-
ed as an art trail on Inis Oírr from 11 to 27 September. 

The hour-long ferry crossing from Rossaveel to Inis Oírr 
tentatively echoed the nautical experiences of the artists 
onboard the research vessel. This pilgrimage into the wilder-
ness was worthwhile; viewers were invested from the outset, 
with their journeys becoming part of the art encounter. Upon 
arrival, most visitors traversed the island on foot or by bicycle, 
following the art trail, which distributed artworks across the 
island. Manifold wanted to keep space for thinking between 
artworks, describing Inis Oírr as “a place rich with silence” 
where “sounds are carried on the wind.” Inis Oírr Church 
was the site of Slovenian artist Robertina Šebjanič’s audio 
installation, comprising field recordings taken above and 
below the sea, with narration channelling the seanchaí and 
sean-nós traditions. Similarly, German composer David Stall-
ing’s mesmerising audio-visual soundscape, Palace of Ships, 

was installed in a former handball alley. The installation com-
bined footage and field recordings of turbulent sea condi-
tions, in which seismic data was reconfigured to emphasise its 
musicality. Several works were also presented in Áras Éanna, 
the island’s only dedicated art space. Carol Anne Connolly’s 
seductive series of monochromatic Giclée prints, Answer-
ing Echoes, was dramatically spot lit in a darkened room, the 
grainy, lunar-like landscapes revealed as images of the ocean 
floor, generated through acoustic mapping.

Continuing themes of cultural embodiment explored 
in their individual practices, artist duo Kennedy Browne’s 
crisp new video work, Island Affinities, shows improvisation 
by Gearóid and Colm Devane, fifth generation sean-nós 
performers from Connemara. They dance and play accordi-
on against a backdrop of crystal-clear water, upon a ruined 
US military vessel, recently washed up on the shore. Magz 
Hall’s installation, Waves of Resistance, comprised wall dia-
grams and a looped sonic work transmitted via six radios. 
Centred around a kitchen table, it recalls the DIY aesthetic 

of pirate radio1 as well as the domestic setting to which we 
have all been recently confined. Presented in Áras Éanna’s 
snug theatre space was Ailís Ní Ríain’s hypnotic video and 
melodic sound composition, East-West, featuring footage tak-
en through her cabin porthole – described by the artist as a 
“solitary and limiting, yet limitless viewpoint”.

Inis Oírr Lighthouse is normally closed to the public, 
but generously welcomed visitors for Kevin Barry’s Island 
Time, a site-responsive nine-part monologue presented as a 
two-channel video.2 A lighthouse keeper, tormented by iso-
lation, unrequited love and the phases of the moon, speaks 
of “presences in the fields, unseen by the naked eye” and 
“unknown stray dogs losing their reason”. He likens the 3am 
to 7am shift to “crawling across Siberia”, preferring instead 
the calmer 11pm to 3am shift, when the night is “as blameless 
as a small child” and “as quiet as the boneyard” – perhaps an 
affectionate nod to the late Tim Robinson’s exquisite book, 
Connemara: Listening to the Wind. Occasionally, the keeper’s 
mind follows the lines of distant ships to the ports of Cairo, 

Ailis Ni Rain, East-West (still), 2020, video and sound installation; courtesy of the artist and Galway 2020 Carol Anne Connolly, Answering Echoes, 2020, glicée prints on Hahnemuhle photo 
Rag, 600 × 600 mm and Ambisonic sound installation; courtesy of the artist and 
Galway 2020 

Kari Kola, Savage Beauty, 2020; photograph by Christopher Lund; courtesy of the artist and Galway 2020

>>
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Notes
1 A named example was Women’s Scéal Radio, broadcast by activist and 
performance artist, Margaretta D’Arcy, in Galway from 1986–88.
2 Rumour has it that the monitors came from a police station in Birming-
ham, where the Birmingham Six were interrogated.
3 At the time of writing, the festival in Clifden was scheduled to take place 
from 23 October to 1 November.

Vancouver, Genoa; but in reality, he never sees further than 
the cold damp cliff s of Clare. 

Continuing a focus on island life, ‘MONUMENT’ at 
the Galway City Museum assembles a rather poetic inqui-
ry around stone monuments situated on small islands. Fea-
tured in the exhibition is previously unseen material from the 
1990s archaeological excavation of the Dún Aonghasa – a 
prehistoric hillfort on Inis Mór – alongside other cultural 
artefacts and oral histories. Several new commissions are pre-
sented, including fi lmmaker Colm Hogan’s striking 15-min-
ute fi lm, which captures the unique physical and cultural 
landscapes of the Aran Islands. Also situated in Connemara, 
‘Culture Horizon’ in Clifden was developed as part of ‘Small 
Towns Big Ideas’ – Galway 2020’s county-wide community 
programme, assembled around the old Irish term, Meithe-
al. Clifden is offi  cially twinned with Coyoacán, a culturally 
rich municipality of Mexico City, where Frida Kahlo’s family 
home is located. A Frida Kahlo exhibition, as well as instal-
lations, performances and a candlelit vigil, formed part of a 
festival in Clifden, aimed at celebrating cultural connections 
between Ireland’s Samhain traditions and those of Mexico’s 
Dia De Los Muertos (Day of the Dead).3 Another highlight 
of ‘Small Towns Big Ideas’ was the Headford Lace Project, 
which involved the commissioning of a permanent artwork 
by artist Róisín de Buitléar, to honour and celebrate the 
town’s lacemaking heritage, alongside a popular series of craft 
workshops, tours and an art trail. 

Irish artist, John Gerrard, is best-known for his ambitious 
digital simulations that use real-time computer graphics. Ger-
rard was commissioned by Galway International Arts Festi-
val to develop two new artworks for Galway 2020 ECoC, 
originally intended to be presented consecutively in dual 
locations: Mirror Pavilion, Corn Work was installed in Galway 
City from 3 to 26 September 2020; while Mirror Pavilion, 
Leaf Work was scheduled to be shown in Derrigimlagh Bog 
from 11 to 31 October. However, the second phase has since 
been postponed until March 2021. Gerard’s team combined 
3D scanning technology with meticulous hand-rendering to 
create algorithmic portraits of these sites, which took over 
two years to complete. A pavilion structure was designed to 
host both artworks, clad in polished metal and fronted with 
a high-resolution LED wall. Th is futuristic-looking cube was 
installed on Galway’s Claddagh Quay – the site of one of 
Ireland’s earliest fi shing villages (dating from the pre-Chris-
tian era) later associated with eighteenth-century industri-
alists who harnessed the River Corrib to power dozens of 
corn fl our mills, once installed along the riverbank. However, 
rather than an incongruous presence, the shimmering, sev-
en-metre-tall structure felt strangely of this place. 

Mirror Pavilion, Corn Work featured four mysterious folk 
fi gures, who perpetually performed in circular confi gura-
tions, echoing the phantasmagorical water wheels that once 
powered the city. Clad in straw suits and headpieces, these 

anonymous characters appeared to be physically subsumed by 
the material landscape that once sustained them, while also 
recalling the rural Irish Straw Boy tradition, whose ancient 
dances and fertility rituals have druidic origins. Th e charac-
ter’s anonymity conjured a supernatural presence – a sublime 
yet unsettling encounter that was further confounded by 
their posthuman scale, regal posture and slow glide across the 
screen. Th is hypnotic choreography was originally undertaken 
by real dancers, wearing wireless sensor motion suits to trans-
form their performances into ‘databases of motion’. Assum-
ing that COVID-19 is a food-born virus, it seems fi tting that 
Mirror Pavilion, Corn Work would memorialise an era prior 
to the advent of petroleum-based energy and intensive con-
ventional farming – described by the artist as a ‘hyper-violent 
machine’, deadly to all other forms of life. A more sustainable 
past was channelled without nostalgia and pitched against 
our present reality, refl ected in the mirrored structure, to jut 
against and make a continuum with the horizon. 

As COVID-19 continues to halt the planet, it also arrests 
the global fl ow of artists, artworks and audiences, while mak-
ing visible the structural apparatus and economies of labour 
that underpin the production of art. Th is was especially pro-
nounced at the microlevel of the island, where nothing can be 
done simply or quickly, and everything needs to be shipped 
on or off . Th e embodied art encounters delivered by Galway 

2020, punctuated a time when people began to question their 
priorities and adjust to a slower pace of life. Due to ongoing 
lockdowns, many projects were largely experienced by local 
or regional communities, in contrast to the specialist art audi-
ences or cultural tourists that generally descend on events of 
this scale, accelerating the default inequalities of overtourism. 
With traditional evaluation methods now rendered unten-
able – like visitor numbers, hotel bookings and other statis-
tical data – it would be interesting to know whether a more 
narrative framework could be assembled, to gauge the impact 
of these projects, particularly for local communities, who 
know these landscapes intimately. 

Joanne Laws is Features Editor of The Visual Artists’ 
News Sheet.

Left and Right: Kennedy Browne, Island Affi  nities (still), 2020, video with sound; courtesy of the artists and Galway 2020 

Inis Oírr Lighthouse, site of Kevin Barry’s fi lm, Island Time: A monologue in nine chapters, 2020; photograph by Tom Flanagan, courtesy of the artist 
and Galway 2020
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Gaining Ground
PAULINE O’CONNELL REPORTS ON THE ‘REFLECTIONS’ 
SYMPOSIUM AT GLÓR IN ENNIS.

CLARE COUNTY COUNCIL’S public art programme, 
‘Gaining Ground’, ran from 2017 to 2020.1 Commencing 
with a launch in November 2017, titled ‘Re-imagining 
Our Futures Through Lasting Public Art Encounters’, the 
ambition for this public art programme was less parochial 
and more regional, as the Arts Office pooled monies from 
throughout the county under its Per Cent for Art Schemes. 
Two strands that embraced the overall programme themes of 
‘explore, nurture and sustain’ were ‘Legacy’, set in and around 
North Clare, and ‘Re-imagining the Rural’, set in and around 
West Clare. 

The day-long symposium, ‘Gaining Ground Reflections’, 
held at glór, Ennis, on 4 September 2020, was a culmination 
of the three-year artistic process. The event celebrated five 
commissioned projects: Folk Radio by artist Tom Flanagan 
(North Clare); Adaptation by composer Ian Wilson (West 
Clare); Men Who Eat Ringforts by artist Sean Lynch (Clare); 
Clout 9 by musician/producer Godknows (Shannon); and 
Some Destroyed Sites by dancers Katherine O’Malley and Ella 
Clark, with filmmaker Jason Byrne (Shannon). 

The symposium was curated by Vincent O’Shea, with 
various artists invited to give presentations around four main 
themes: Environment and Sustainability; Heritage, His-
tory and Memory; Changing Communities; and Creative 
Approaches to Commissioning Public Art Projects (which 
was discussed by arts professionals and curators). Background 
presentations by Siobhán Mulcahy (Clare County Council 
Arts Officer) and Sally O’Leary (Gaining Ground Curator) 
were followed by “a very short history on public art” span-
ning 200 years by Sinead O’Reilly, Head of Local Arts at The 
Arts Council of Ireland.  From Nelson’s Pillar (1809)2 to Hotel 
Ballymun (2007)3, the presentation revealed how far we’ve 
come, in terms of realising meaningful art in public contexts 
in response to ‘people, place and time’. This provided a solid 
base from which to launch the symposium. 

In the absence of composer Ian Wilson, a film was 
screened – a documentary account of the premiere of Adap-
tations, Wilson’s musical work, which investigates the extent 
of foreign musical influences on a traditional Irish tune, 
The Mason’s Apron, over the centuries and across the globe. 
Under the theme of ‘Environment and Sustainability’, art-
ist Sean Lynch contextualised the publication, Men Who 
Eat Ringforts, in geo-spatial, geo-political and geo-mythic 
terms. Working with environmentalist Sinead Mercier, artist 
Michael Holly and folklorist Eddie Lenihan to reveal and 
analyse many sites in County Clare, the book highlights the 
environmental destruction of an estimated 27,000 ringforts 
through the modernisation of Ireland. Declaring it “an act 
of violence on the landscape”, Lynch ponders the nature of 
“obsoleteness” – whereby certain things reach their longevity 
and disappear over time. 

Artist Lisa Fingleton spoke about “stepping into [her] 
power” at a time of COVID-19, climate change and biodi-
versity loss through her creative projects for change – 30 Day 
Local Food Challenge; The Local Food Project and The Barna 
Way.4 Under the theme of ‘Heritage, History and Memory’, 
artist Gareth Kennedy drew on social, cultural and economic 
histories of place, creating material countercultures, as dis-
cussed through two of his previous public art projects: IKEA 
Butter Churn for Gneeveguilla (2011) and Tír Sáile Residency 
Project (2017).5 

My (auto)ethnographic enquiry (re)contextualised the 
cultural politics of identity, place and community, connectiv-
ity and disconnections, as explored through some of my pre-
vious projects: Drawing The Water (2012); Heave-Ho (2012); 
You Cannot Climb A Hedge (2018); The Community Field and, 
(t)here (ongoing). Augustine O’Donoghue highlighted both 
micro/local and macro/global sociopolitical issues through 
her public art projects, The Barraduff Archive Project (2012 - 
ongoing), commissioned by Kerry County Council, and The 
Disappeared (2010 – Present) – part of an ongoing collabo-

Notes
1 For more details on the ‘Gaining Ground’ public art programme, see 
clarecoco.ie 
2 Nelson’s Pillar (1809) in Sackville Street (now O’Connell Street) in 
Dublin was designed by Francis Johnson and William Wilkins and 
destroyed in March 1966.
3 Hotel Ballymun (2007) by Seamus Nolan was commissioned by Breaking 
Ground, the Per Cent for Art commission programme for Ballymun 
Regeneration Limited. See publicart.ie
4 See lisafingleton.com 
5 For more information about Gareth Kennedy’s projects, see publicart.ie 
6 For more information about Augustine O’Donoghue’s projects, see 
publicart.ie 
7 For more information about the X-PO project, see deirdre-omahony.ie
8 For more information about Sarah Clancy, see islandsedgepoetry.net
9 See abigailobrien.com 
10 See anurgentenquiry.ie 
11 Claire Doherty (ed.) Thinking of the Outside, New art and the city of 
Bristol, (Bristol: University of West England in association with Arnolfini, 
2005) p 12. [quote by Susan Hiller who was invited to make work for a 
commissioned show, curated by Claire Doherty, titled ‘Thinking of the 
Outside’ in response to the city gates in Bristol in 2005].

ration with Saharawi Refugees in Tindouf Refugee Camp, 
Western Sahara.6

Musician/producer and proud Shannon resident, God-
knows, presented his multimedia music project, Clout 9, for 
which he worked with young people of Shannon through the 
Twitter-sphere. Speaking about the development of ideas and 
how these changed over time – from celebrating Shannon 
as a constructed/multicultural town, towards more personal 
matters of depression and suicide – he engaged local youths 
through workshops which aimed to enable them to find their 
voice.  

Tom Flanagan’s Folk Radio created a public platform 
which explored and made visible/audible some of the unique 
social histories, culture and creativity of North Clare. Fur-
thering the legacy of the ‘X-PO project’ in Kilnaboy7, Fla-
nagan created a professional broadcasting studio in the for-
mer post office, offering technical and presentation training 
to X-PO volunteers, participants and audiences. Together, 
they devised a series of programmes where people, place and 
landscape coalesce, creating a ‘mesh-scape’ through original 
recordings – such as field recordings, conversations, inter-
views, live music and experimental works. 

Poet Sarah Clancy asked how we can share our creative 
skills during these “pandemic times”, when doubt and uncer-
tainty prevail, mooting the idea that the “arts are the curators 
of imagination”.8 A ‘cine-poem’ screen/dance film by Kath-
erine O’Malley, Ella Clarke and Jason Byrne, titled Some 
Destroyed Sites, was premiered as an interlude before the final 
panel discussion. 

Speaking about creative approaches to commissioning, 
Mary McAuliffe (Public Art Policy Advisor for The Arts 
Council) presented some best practice examples of public 
art projects, which included: Sweet Fantastic (2007) a pho-
tographic project by Abigail O’Brien at Oatfield Sweet Fac-
tory, Letterkenny, in Donegal, which connected people and 
place9; ‘An Urgent Enquiry’ (2017–2019), a research collab-
oration between Wexford, Fingal and Dublin City Councils 
who engaged artists Mark Clarke, Joanna Hopkins and Mary 
Conroy, and Fiona MacDonald respectively, connecting art 
and science through climate change10; as well as the North 
Mayo Sculpture Trail, Tír Sáile (established in 1993) and the 
land and environmental sculpture park at Lough Boora in 

Offaly (established in 2002). 
Public art has come a long way from the commemora-

tive memorials that have dominated the public sphere and 
shaped public consciousness since the early 1800s. The 
meaning of ‘public’ has been stretched further in all of the 
examples presented at the symposium. The ‘Gaining Ground’ 
public art programme engaged an ecological relationship – 
for, by and through the artists, communities and commis-
sioners. Enabled through a vision that embraced changing 
rural communities, the programme aimed to leave a legacy 
whilst informing national and international best practice. It 
enabled the artists to surprise themselves by working “at the 
edge of their control”11 – this takes trust and there are risks. 
Whether enabling young people to find their voice, blurring 
the boundaries between creator, participant and audience, or 
being critical of modernising structures that both erase and 
create culture, ultimately ‘Gaining Ground’ demonstrates 
how art creates the public.  

Pauline O’Connell is a Visual Artist and PhD candidate 
at the University of Amsterdam: School of Heritage, 
Memory and Material Culture (AHM).
paulineoconnell.com

Pauline O’Connell presenting at ‘Gaining Ground Reflections’ (glór, 4 September 2020); photograph by Fergus Tighe, courtesy of Clare County 
Council Arts Office

Seminar
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Intrinsic Connections 
COLLETTE FARRELL AND BRIAN HEGARTY INTRODUCE THE 
‘CONNECTION’ PROJECT AT DROICHEAD ARTS CENTRE.

Collette Farrell, Droichead Arts Centre Director: The 
visual arts initiative, ‘Connection’, was a three-strand project, 
conceived when we first closed the doors of Droichead Arts 
Centre on 12 March 2020, due to the COVID-19 pandemic. 
I commissioned eleven artists from our Borrowed Ground 
art collective – Vivienne Byrne, Nuala Early, Jillian Gott, 
Laura Gramzow, Brian Hegarty, Breda Marron, Kieran 
McNulty, Caoimhe Reynolds, Violet Shirran, Rodney 
Thornton and Dee Walsh – to design bespoke posters that 
would be displayed on our venues doors when we reopened. 
The idea was that these posters would be the first thing 
the public would see, as they entered our building after 
lockdown. Not knowing then that we would be closed for 
nearly five months, the ‘Connection’ project and theme grew 
and developed over time. 

As well as having these posters on our doors, I invited six 
artists to create a live and evolving gallery exhibition, to be 
presented when the venue re-opened. The invited artists were 
the collaborative duo Adrian+Shane, Olga Duka, Declan 
Kelly, Caoimhe McCarthy, Dorothy Smith and Dee Walsh, 
who drew on the walls of the gallery space, one artist per 
day, with the work evolving over subsequent days. Each artist 
brought their own individual style, ways of working, man-
ner of creating and preferred materials. As the wall drawing 
moved from artist to artist, each took some inspiration from 
the previous ones, making connections based on various lines, 
gestures, marks or colours. For the final part of the project, I 
wanted to bring the gallery offsite, as I was unsure how long 
the venue would stay open in this precarious climate. The idea 
of putting art into the heart of Drogheda became the genesis 
for the project’s third commissioning strand, which was pre-
sented for Culture Night on 18 September 2020.

Brian Hegarty: I was commissioned by Collette Farrell to 
curate the off-site iteration of the ‘Connection’ project for 
Culture Night, which would take the gallery outside into the 
public domain. We decided to present the exhibition in both 
unused and functioning retail premises. Taking the gallery 
outside is not without its challenges. There are compromises, 
frustrations and many hurdles to overcome, in order to create 
a cohesive exhibition in this non-traditional environment. I 
believe that my background as an art technician allowed me 
to expect the unexpected, giving me the ability to think on my 
feet and keep my head when something fell through or when 
things had to change at the last minute. I also had the support 
of an excellent technical team at Droichead Art Centre.

As a word or concept, ‘Connection’ has gained a lot of res-
onance during the COVID-19 pandemic. How we connect 
has come to the forefront in this time of isolation and uncer-
tainty. Nine artists were asked to respond to the question: 
“How do we define connection and what does it mean to us 
as individuals or as a community?” 

During early discussions, I decided to embrace local, 
national and international artists. Keeping with the ‘connec-
tion’ theme, I selected international artists who already had 
links with Drogheda, and whom I had worked with before. 
Gee Vaucher (UK) had her first ever Irish solo exhibition, 
titled ‘Lost for words’, at Droichead Art Centre in 2012. 
Sarah la Puetra (USA) previously played at Drogheda Arts 
Festival in 2017 with the band Thor & Friends, while Mark 
Templeton (CAD) gave a lecture on sound and photography 
in Droichead Art Centre in 2019. Another aim of this project 
was to include people who work in disciplines outside the 
visual arts, to allow for broader investigations of the theme. 
For example, Orla Fitzpatrick is a photographic historian, 
Claire Fitch is a composer and digital media designer, and 
Helen McDonnell is a well-regarded tattooist. 

Starting the exhibition trail was Namara Lindsay’s film, 
Nora, shown on three retro monitors. A study on mortality, 
the film is melancholic but handled with subtlety and dig-
nity. Nora was not just an ode to her grandmother, but also a 

poignant response to our elderly and to the wider healthcare 
challenges that have come to the fore during the pandemic. 
For me, John Moloney is the quintessential ‘outsider artist’. 
He uses found materials and ready-mades to create juxtapo-
sitions between urban and natural contexts. The artist’s work 
defies the gallery experience; one could easily come across 
his sculptures in unexpected or secluded places within natu-
ral or urban environments. One of his exhibits, titled Black-
spur Ferns, refers to the brand of cable ties he used to create 
this piece.

Amongst the window display at Kevin McAllister Elec-
trical was the work of Canadian artist, Mark Templeton, who 
is best known as a sound artist and photographer. His piece, 
Anonymous Subjects, investigates the unknown through single 
image processing. Scanned 35mm slides of people, set against 
the backdrop of water, featured in the video loop, offering 
reflections on our past, assembled during a period of uncer-
tainty. The idea behind the location of the work was that peo-
ple may just happen across the film within the display and 
pause for a moment or two with their thoughts.

The Westcourt Hotel housed two artworks. As a photog-
rapher and poet, Fran Cassidy captures the essence of every-
day life, from candid moments to the unexpected. There is a 
warmth to his photography that is always empathetic to his 
subjects, many of whom are on the margins of society. His 
piece for this show, titled Phoneshop, asks the question: are 
we really that connected, or are we becoming more isolated 
through technology? Alongside Cassidy’s work was Populated 
Solitude by Claire Fitch, a virtual work comprising two QR 
codes, based on the ‘ghost space’ that is now the Westcourt 
Hotel. To access the piece, viewers must scan the QR codes 
that draw you into a virtual world of sound, vision and text, 
based on conversations and stories drawn from the varied 
histories of the hotel itself.

Helen McDonnell’s piece, Walk in these shoes, comprised 
13 intricately carved shoe moulds which acknowledge the 
lost art of ‘scrimshaw’ – the practice of tattooing art onto 
bones. These moulds were given to her by a former cobbler 

Project Profile

who realised he had no one to pass the shoemaking tradition 
onto. Helen has transformed these objects, investing them 
with new meaning. On the surface of each shoe are detailed 
sets of carved images, as well as textual statements that are 
both personal and social.

Never afraid to make a bold statement, Gee Vaucher is 
probably best known for her work with English anarchist 
punk collective, Crass. For this exhibition she and her co-con-
spirator, Penny Rimbaud, created slogans playing on the word 
‘choice’, exploring what it means to us as individuals. Choice 
is also the name of the former shop where Gee created her 
installation. In an inconspicuous doorway we placed Always 
check the mail, an artwork by American artist and musician, 
Sarah La Puetra. The artist asks viewers to take a card, answer 
two simple questions, add their address and pop it in the let-
terbox – in response, the artist will return a bespoke piece of 
mail art.

The final artwork of the exhibition was a historical piece 
by photographic historian, Orla Fitzpatrick, at the Droghe-
da Library. Fitzpatrick came across a collection of intriguing 
portrait postcards which were taken in the photographic stu-
dios in Drogheda between 1860 and 1910. These cards were 
exchanged between friends and family and sent to emigrants 
in America. They provide a visual connection to the commer-
cial and social history of the town.  

Collette Farrell is Director of Droichead Arts Centre. 
‘Connection’ is part of an ongoing commitment of 
Droichead Arts Centre to comment, participate and 
engage in reinvigorating the local community during 
a time of crisis.
droichead.com 

Brian Hegarty is a visual artist who also runs 
‘thirtythree-45’, a Drogheda-based multiplatform 
project.
thirtythree-45.com

Dee Walsh; photograph by Jenny Matthews; courtesy of Droichead Arts Centre
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THE FREELANDS ARTIST Programme is a five-year creative 
and professional development programme that supports 
emerging visual artists from across the UK. Funded by the 
London-based Freelands Foundation, it is delivered through 
four art organisations in Northern Ireland, England, Scotland 
and Wales, selected through an open call competition in 
2018: PS2 in Belfast; Site in Sheffield; Talbot Rice Gallery 
in Edinburgh, and g39 in Cardiff. Over its five-year duration 
(2018 to 2023), the programme awards funding to 80 artists 
in total (20 artists per institution) and aims to champion 
and retain emerging talent within the regions; establish and 
nurture new relationships and networks between artists and 
organisations; and support regional art ecologies. 

Each year – from 2018 until 2021 – the four organisations 
issue an open call for applications in their regions and select 
a cohort of five artists who participate in the programme for 
two years and receive an individual grant of £5,000 annually. 
All artists also participate in a yearly symposium and will have 
the opportunity to present their work at the end of their two 
years in an exhibition at the Freelands Foundation in London, 
which is curated by a dedicated Freelands Artist Programme 
Curator and accompanied by a catalogue of newly-commis-
sioned critical writing on each artist. In addition, each organ-
isation designs a programme of activities and support for their 
cohorts that is unique to the organisation’s own approach and 
the specificities of their communities and locale. 

At PS2 tailored support for the participating artists has 
included the creation of a rolling, dedicated part-time Project 
Curator post, which enables a total of three curators to work 
with the artists on the PS2 Freelands Artist Programme over 
five years. As the inaugural Project Curator of this programme, 
I currently work with 11 artists chosen by our selection panels 
from our open calls in 2018 and 2019. The first artist cohort 
includes Janie Doherty, Michael Hanna, Julie Lovett, Jan 
McCullough and Emily McFarland; our second cohort the 
artistic duo BROWN&BRÍ and Jane Butler, Mitch Conlon, 
Jasmin Märker and Thomas Wells. The selection panels, as 
well as myself, included Peter Mutschler, Creative Director of 
PS2, and an experienced external assessor: the artists Alastair 
MacLennan (in 2018) and Anne Tallentire (in 2019). 

The participating artists were chosen based on the original-
ity and scope of their proposals and the quality of their pre-
vious work. Their ideas are exciting, and each of their projects 

New Approaches 
ALISSA KLEIST DISCUSSES THE PARTICIPATION OF 
PS2 IN THE FREELANDS ARTIST PROGRAMME. 

offer significant opportunities for creative and professional 
development. They demonstrate the ability to connect their 
personal experiences and practice to wider social, political and 
environmental questions through contemporary art discourse 
and communicate their curiosity and intent to explore this 
within the programme’s framework. Supporting practitioners 
to situate and relate these inquiries to institutional and com-
munity contexts aligns with my own curatorial interests in 
speculative practices and exploring acts of making public.

In addition to their annual grant, the PS2 Freelands Art-
ist Programme cohort artists receive a budget for additional 
mentorship, research travel, materials and production, and an 
opportunity to use PS²’s equipment and space and exhibit 
work or a project with the organisation. The nature of what 
constitutes creative and professional developmental success 
differs for each artist. For this reason, I provide each art-
ist with tailored curatorial support that responds to, and is 
focused on, their needs and aspirations at various moments 
throughout the programme. This support can entail generat-
ing moments in which the history, trajectory and urgency of 
their work can be critically explored and expressed.

Artist Michael Hanna and I spent time examining his 
practice through discussing works from 2007 until the pres-
ent. This process found a public moment in November 2019 
at the exhibition, ‘Looking Backward’ at PS2, which consid-
ered ideas of promised futures and the relationship between 
utopia and the local. The exhibition included new work such 
as Indoor Sunlight (2019) – a film which incorporates found 
imagery alongside new footage documented during Han-
na’s travel to utopian sites across Europe – alongside older 
mixed-media work. ‘Looking Backward’ was included in 
Maeve Connolly’s profile in Art Monthly that covered the 
artist’s interest in time travel, everyday language, patterns and 
technological utopianism, extending the process of critically 
articulating a practice publicly.

At times, the support I offer is pragmatically orientated 
around curatorial feedback on funding applications, texts, 
presentations for public reception and display. The artists 
and I spend time together in studios, workspaces and cafes 
(and now on digital platforms) to discuss new approaches to 
making work, and they have used the programme to embrace 
ambitious opportunities. Importantly, the PS2 Freelands Art-
ist Programme creates new connections for artists not just 

Left: Michael Hanna, Compuders!, 2019, neon 38 × 221 × 6 cm. Right: Jan McCullough, installation view, PS2; both images courtesy of the artist and PS2

to their own practice and institutions but also between their 
peers. As a group, we have travelled, walked, read, discussed, 
debated, shared and exchanged. The artists meet for critiques 
and discussions and have fostered new relationships with 
others on the programme.   

Jan McCullough spent time in residence at PS2 and as 
artist-in-residence at the Irish Museum of Modern Art in 
Dublin and in Los Angeles as part of the IMMA Photog-
raphy Residency Award 2019 – 2020 (which also includes 
a residency at Light Work, New York, due to be completed 
in 2021), researching and exploring analogies of the factory, 
how photography connects with individualised and collective 
self-improvement, DIY processes, and its uses as a tool to 
generate actual and imagined agency. McCullough is using 
her mentorship allocation to work with acclaimed Northern 
Irish writer, Wendy Erskine, on a text that will be presented 
at the artist’s solo exhibition at the Centre for Contemporary 
Art Derry~Londonderry in November 2020.

Janie Doherty used her time on the Freelands Artist Pro-
gramme to develop her multimedia live performance proj-
ect, The Politics of Comfort, a body of work inspired by female 
caregivers – working women who hold society together, 
sometimes as life was falling apart – and how intergenera-
tional trauma is held, expressed and released by the body. Her 
activities on the programme have included workshops, per-
formances, residencies and collaborations with others, such 
as Freelands Artist Programme cohort artists Thomas Wells 
and Jane Butler, as well as artist Justine Cooper, on Dance 
of Description this summer – a digital project that captures 
moments of intimacy, sensorial pleasures and things that cre-
ate a softening of the nervous system. 

As year two draws to a close, the first cohort artists and I 
are preparing to exit the programme, whilst the second cohort 
will continue to develop their projects and will be joined by the 
next curator, Ciara Moloney, and a new cohort of three artists 
in January 2021. As we now join the ‘alumni’, the Freelands 
Artist Programme has guaranteed us a sense of connection 
with other artists and organisations that I hope will extend 
beyond the programme, our geographies, and this time.

Alissa Kleist is a curator based in Belfast.
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Silver Linings Vision and Determination 

JOHN DALY RECOUNTS SOME OF HIS FONDEST MEMORIES OF 
HILLSBORO FINE ART ON ITS 25TH ANNIVERSARY. 

ELAINE COAKLEY DISCUSSES THE HISTORY OF BACKWATER 
ARTISTS GROUP, ON ITS 30TH ANNIVERSARY THIS YEAR.

Organisation

AS SOMEONE WHO frequently finds it diffi-
cult to recall recent happenings, being asked to 
look back over a quarter century of life in the art 
world is quite a task. Limiting it to 25 years in 
my case is highly inaccurate, as I’ve collected art 
since a teenager and was friends with a number 
of well-known artists before setting up the gal-
lery. With 10 to 12 exhibitions a year, for over 20 
years, there have been too many incidents (spe-
cial, funny, bizarre) to list, but several moments 
come to mind, such as when a soot-covered duck 
dropped into a white gallery, filled with mostly 
white paintings. 

In the early days, most of the artists liv-
ing in Ireland whose work I was interested in 
already had established relationships with gal-
leries. This was one of the principal reasons for 
looking to artists I admired on our neighbour-
ing island. Terry Frost, a painter I’d followed 
with interest for decades, proved an inspired 
first choice. Terry was a legendary raconteur, 
enjoying nothing better than being surrounded 
by art lovers for a good lunch. Being of a sim-
ilar disposition, we soon became close friends. 
On such occasions, whether in Cornwall or his 
‘London office’ (Mulligans Bar on Cork Street), 
I would be introduced to the leading UK paint-
ers and sculptors of the time as “having the most 
important gallery in Ireland” – even though I 
was still working from my house! Terry was not 
a man to let such details ruin his story, and so 
over ‘Black Velvets’ I would get to know – and  
to show – work by Britain’s finest.

Wilhelmina Barns-Graham, Sandra Blow, 
John Hoyland, Gillian Ayres, Alan Davie, 
Anthony Caro and others soon became regu-
lars. Many of these artists had their first Irish 
solo exhibitions at the gallery, and by the late 
1990s Hillsboro Fine Art had held a number of 
significant shows related to the modern British 
tradition. Exhibitions frequently included works 
by Henry Moore, David Hockney, Barbara 
Hepworth, Roger Hilton, etc., often introducing 
them to an Irish audience for the first time.The 
list of Irish-based artists associated with the gal-

lery evolved in the same organic manner; intro-
ductions usually coming from artists I already 
knew, their number increasing incrementally 
with the years. Working with new artists is very 
satisfying; to be there from early on, encourag-
ing and helping shape the professional journey 
ahead. I now feel very privileged to collabo-
rate with many of Ireland’s finest practitioners, 
drawn from all disciplines and generations.

Visiting the studio of an artist has always 
been a great honour; I love everything about 
it. It’s not just the opportunity to view unseen 
works old and new, but rather to be immersed in 
this singular space where magic happens. Some 
are like laboratories, others with assistants on 
stand-by and still more that resemble a rubbish 
tip! I always feel energised by them all, somehow 
soaking up a bit of the energy to take with me.

Karl Weschke’s studio perched precariously 
above the ocean at Cape Cornwall was mem-
orable, not least the winds that made moving 
paintings a tricky affair. Alan Davie’s house is a 
true revelation – entering it is like walking into 
one of his paintings. Having seen her face in 
countless paintings, encountering Ada as the lift 
doors opened at Alex Katz’s studio was special. 
Visits to another New York-based painter, Larry 
Poons, can be a unique experience, with rooms 
that resemble an explosion in a paint factory. 
Closer to home, a sunny day spent with Michael 
Warren and critic Mel Gooding, selecting sculp-
tures for an exhibition, stands out. At times like 
these, I have to remind myself that I’m at work!

Since its earliest days the gallery has devel-
oped its international links, however, its princi-
pal focus is on promoting the Irish artists (and 
estates) it works with on an ongoing basis. These 
are uncertain times for all involved in the arts, 
but of course this is when art is needed most. 
With support, creativity and hard work, I hope 
we can all be around for the gallery’s fiftieth!

John Daly is Director of Hillsboro Fine Art, 
Dublin.
hillsborofineart.com

SET UP IN 1990 by artists for artists, Backwa-
ter Artists Group provides studio space, facility 
access and developmental support for profes-
sional visual artists. Since our inception, we have 
provided studios for over 400 artists. The organ-
isation has established itself as a key fixture in 
Cork’s cultural landscape. This year, amidst the 
disruption of the COVID-19 pandemic, we are 
celebrating our 30-year anniversary.

The studio group has come a long way since 
it was set up in 1990, in a cold and draughty 
warehouse on Watercourse Road in Blackpool. 
In those days, the arts infrastructure of Cork 
city was in the rudimentary stages of develop-
ment. Whilst artists did live and work in the city, 
not many graduates embraced the artistic life or 
even believed the idea of a group studio model 
was possible. It was the Cork Artists Collective 
who blazed the trail for future studio set-ups in 
the city. Inspired by their initiative, four young 
graduates of CIT Crawford College of Art & 
Design – Deirdra Nolan, Tina Cronin, Éilis Ní 
Fhaoláin and Christopher Samuels – established 
Backwater Artists Group. 

In 1999, with help from the then Minis-
ter for the Arts, Michael D. Higgins, the Arts 
Council and Cork City Council, Backwater 
Artists Group joined forces with Cork Print-
makers and moved to our current purpose-ren-
ovated studios in Wandesford Quay. The story 
behind the move reveals many years of patient 
and dedicated work, vision and determination by 
our founding members. Their vision was to not 
only to create a space for themselves, but for a 
community of artists. They had the foresight to 
negotiate a 99-year lease with Cork City Coun-
cil. This and other structures put in place at the 
time, ensures that the studios can continue to 
grow and develop. 

The ethos of our studio remains the same 
today as 30 years ago. At Backwater Artists 
Group, we place artists at the heart of every-
thing that we do. Support is provided to artists 
at all stages of their creative cycle, to allow them 
to sustain productive and economically viable 

careers. As an organisation, we are committed to 
providing the necessary supports to ensure that 
artists can develop the skills they need to expand 
and sustain their studio practice. 

In December 2019, we launched our Back-
water Artists Network which reaches out to art-
ists who are working in isolation from home stu-
dios or in privately rented studios. Members are 
presented with access to networking, exhibition 
and developmental opportunities. Our Studio 
12 project and exhibition space supports artists 
at all stages of their careers and is programmed 
with the aim of engaging diverse publics.

A key strand of our 30-year anniversary pro-
gramme focused on ‘Connections’ and was aimed 
at strengthening the studio’s existing networks, 
as well as reaching out to new collaborators. A 
number of these exhibitions and collaborations 
have already taken place, including exhibitions 
and exchanges with Basic Space in Dublin, 
GOMA in Waterford and 126 Artist-Run Gal-
lery in Galway. In addition, a members’ exhibi-
tion curated by Paul McAree (Curator at Lis-
more Castle Arts), titled ‘Land of Some Other 
Order’, took place in The Lavit Gallery, Cork in 
March. This exhibition closed early due to the 
lockdown and reopened in July 2020 for two 
weeks. However, as a result of the pandemic, 
much of our celebratory programme of events 
planned to mark this momentous occasion have 
either been rescheduled to take place in 2021 or 
have been moved to an online format.

Our planned exhibitions at Studio 12 include 
the inaugural annual exhibition from members 
of the recently launched Backwater Artists Net-
work (22 October – 20 November) and Winter 
Salon, our annual fundraising event in support 
of our artistic programme (4 – 21 December). 
Studio 12 is usually open Tuesday to Friday 
(10am-5pm) during exhibitions, but is currently 
open by appointment, when restrictions allow. 

Elaine Coakley is Studio Director at Back-
water Artists Group.
backwaterartists.ieMarkus Lüpertz and Anthony Caro, installation view, Hillsboro Fine Art, Dublin; courtesy of Hillsboro Fine Art

‘Fuzzy Logic’ (3 September – 2 October), installation view, Studio 12; photograph courtesy of Backwater Artists Group 
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ResidenciesFunding / Awards / Commissions

FSAS & Facebook New Technology Award
Facebook, in partnership with Fire Station Art-
ists’ Studios (FSAS), launches a new award for 
Irish artists who embrace emerging technology 
in their work. Through the programme, Face-
book and FSAS will provide artists with techni-
cal resources and expertise to imagine new fields 
of artistic production including Virtual Reality, 
Augmented Reality and 3D digital fabrication.

From a dedicated studio installed at FSAS, 
the awarded artist will: have access to Facebook 
and FSAS resources and expertise, including 
industry standard hardware and software and 
sessions with engineers/technical producers, 
facilities managers and curators; receive a fee of 
€6,000; receive scheduled support from interna-
tional contacts, experts and innovators relevant 
to the project in development.

Eligible artists must have either been born in 
Ireland or resident in Ireland for over 3 years, 
and those whose professional practice has taken 
place in Ireland for over 3 years. For full infor-
mation on how to apply, visit the FSAS website. 

Deadline
Friday, 13 November

Web
firestation.ie

Email
helen@firestation.ie

Tel
+353 (0)1 855 6735

 

DCC Arts Grants & Awards 2021
Dublin City Council Arts Office are currently 
offering a number of grants and awards, including 
artist bursaries, project awards and neighbour-
hood projects, grants for voluntary organisations 
wishing to work with artists on artistic projects, 
and revenue grants for arts organisations. 

The purpose of the Arts Grants Programme 
of DCC is to support arts practice, arts partic-
ipation, and audience development in the DCC 
administrative area, through focusing the fund-
ing on requests for developmental projects, train-
ing and vocational support for artists, commu-
nity development outcomes through quality arts 
actions or process with an overarching emphasis 
on diversity and equality of opportunity.

For full descriptions of all of the awards and 
grants available, and to apply, visit the DCC Arts 
Office website. This is the first year that DCC 
have moved their application process online. For 
this reason, DCC ask that you please bear with 
them, in the event of any confusion or technical 
difficulties.

 

Deadline
Monday 16 November, 12 noon

Web
dublincityartsoffice.ie

Email
artsoffice@dublincity.ie

Tel
+353 (0)1 222 5455

 

Golden Fleece Award 2021
The Golden Fleece Award is an independent 
artistic prize fund, established as a charitable 
bequest by artist, designer and educator Lillias 
Mitchell (1915–2000). It is open to emerging, 
mid-career and established artists and makers 
who are resident in or originally from the island 
of Ireland.

2021 is a special year for the Golden Fleece 
Trust, as it marks twenty years since the estab-
lishment of the award through the bequest of its 
founder, Lillias Mitchell. Her intentions were set 
out in the Letter of Wishes to her Trustees. In 
this document she stated that: “My wish is to 
give artists a ‘boost’ in times of particular need…”

In recognition of the exceptional challenges 
being experienced by Irish artists at this time, 
the Trustees of the Golden Fleece Award have 
decided to celebrate Lillias Mitchell’s legacy by 
increasing the 20th anniversary prize fund to 
€50,000. Up to 10 applicants will be shortlisted 
for the Golden Fleece Award 2021. Of these, five 
will receive an award of €10,000 each.

Deadline
Friday 27 November, 17:00

Web
goldenfleeceaward.com

Email
info@goldenfleeceaward.com

 

D-Light Studios Residency Award
The 2020/21 D-Light Studios Residency Award 
is back and the open call for the 2020/21 offers 
a 6-month project studio, €800 material bursary 
and 8 free days use of D-Light’s Studio A space. 
The purpose of this award is to aid the develop-
ment of a creative practice whilst encouraging 
constructive engagement with the north-east 
inner-city Dublin community. This 6-month 
opportunity is open to practitioners of all art 
forms: visual artists, designers, writers, etc. – 
anyone who needs some dedicated space to cre-
ate and are interested in sharing their practice 
with the north-east inner-city community.

D-Light are looking for an individual or 
collective who are interested in incorporating 
socially-engaged activities into their practice and 
would be excited about the prospect of facilitat-
ing some form of creative community engage-
ment during the residency. For full information 
on how to apply, visit the D-Light website. 

Deadline
15 November

Web
d-lightstudios.com/dlight-residency-award

Email
info@d-lightstudios.com

Tel
+353 (01) 430 4905

 

Amant Residency Programme, NYC
Amant’s NYC Residency Programme for inter-
national artists has three iterations – fall, win-
ter, and spring – and is the central focus of their 
in-house activities. Four artists’ studios enable 
practitioners to pursue their individual artistic 
goals while also being closely integrated into the 
organisation’s wider community programming 
during their three-month New York City visit.

Amant hosts artists at all stages of their careers 
and across a wide array of disciplines from the 
visual arts, literature, performance, filmmaking, 
and cultural theory, with the singular belief that 
exchanging ideas and experiences about art pro-
duction will enhance everyone’s work. The res-
idents are actively encouraged to participate in 
workshops, presentations and discussions in pur-
suit of that aim. Selected residents will receive a 
studio, return economy flights, a monthly stiped 
of $3,000 (to offset living costs, accommodation, 
etc.) and will participate in Amant’s exhibition 
and event programmes. Full application details 
can be found on Amant’s website. 

Deadline
18 December

Web
amant.org/residencies/new-york

Email
contact@amant.org

 

Ennistymon Public Art Commission
Clare County Council are currently seeking 
applications for a new public art commission for 
the town of Ennistymon. The artwork will be 
located across from ‘Blake’s Corner’, the bridge 
that currently brings traffic out to Lahinch and 
the Cliffs of Moher. It is envisaged that the large 
piece of pavement at the start of Main Street in 
Ennistymon will be transformed into a gateway 
node with the provision of an artwork, reflecting 
the theme of ‘Where Heritage meets Modern’.

Artists will be selected through an open com-
petition process. It is envisaged that this will be 
a one stage commissioning process. However, 
if the selection panel deems it necessary to do 
so, the option to go to a two stage competition 
will be exercised and artists will be paid a sum 
of €500 to supply further information / develop 
their brief. The commission budget for the art-
work is €30,000. 

Deadline
Friday 27 November, 12 noon

Web
clarecoco.ie

Email
arts@clarecoco.ie (submissions)
smulcahy@clarecoco.ie (queries)

Tel
+353 (0)65 689 9091

 

Mayo Arts Service Curatorial Award
Drawing on themes of cultural diversity, social 
identity and the relationship between visual art 
and ideas of cultural, ethnic and economic divi-
sions in society, Mayo Arts Service invites sub-
missions from practicing curators working in the 
context of cultural diversity for their Creative 
Ireland Cultural Diversity Curatorial Award. 

The successful applicant will receive: a 
€15,000 budget; an inclusive two-week Tyrone 
Guthrie residency in 2021; support from Ballina 
Arts Centre; and support of Mayo Arts Service. 
The curator will decide the exact outcomes of 
the residency, which may include: engagement 
with artists working in the area of cultural diver-
sity; engagement with cultural organisations and 
arts organisations locally, to inform the curator’s 
practice; engagement with specific group/s 
within the community to build a body of work; 
presentation of work to the public at Ballina 
Art Centre for example: panel discussion, event, 
or exhibition. Visit the Mayo County Council 
website for the full brief. 

Deadline
Monday 16 November, 17:00

Web
mayo.ie

Email
Katriona Gillespie, kgillespie@mayococo.ie

Tel
+353 (0) 94 906 4666

 

IDA Award 2020–21
The IDA Awards grant round is a dedicated 
annual arts development programme, delivered 
through University of Atypical, that enables 
individual D/deaf and disabled artists working 
across a range of art forms to apply for funding 
to develop their professional artistic careers.

The bursaries provide valuable opportunities 
for each artist to produce a new high-quali-
ty creative work, receive training, or engage 
with professional mentoring. The IDA Awards 
scheme is managed by the University of Atyp-
ical on behalf of the Arts Council of Northern 
Ireland. The grant allocations for this round are 
as follows: 9 × £1,000 awards; 3 × £2,000 awards; 
1 × £3,000 award. One-to-one advice sessions 
can be requested with a member of staff from 
University of Atypical. Contact the email below 
to book.

Deadline
Friday, 13 November, 16:00

Web
universityofatypical.org

Email
ida@universityofatypical.org

Tel
+44 (0)28 9023 9450

 



Lifelong
Learning
Winter 2020

Lifelong Learning Partners

Introducing South Dublin
Date/Time: 3 November. 14:00 – 15:30
Places: 50
Cost: FREE (VAI members) / 
€5 (Non-members)

Sculpture Dublin: Ballyfermot
Date/Time: 17 November. 14:00 – 15:30
Places: 70
Cost: FREE (VAI members) / 
€5 (Non-members)

Opportunities in Pakistan
Date/Time: 8 December. 15:00 – 16:30
Places: 50
Cost: FREE (VAI members) / 
€5 (Non-members)

Wednesday 4 November
VAI Helpdesk
Time: 14:00 – 17:00
Places: 6
Cost: FREE

Wednesday 18 November
VAI Helpdesk
Time: 14:00 – 17:00
Places: 6
Cost: FREE

The Present as an Entanglement of 
Absences – Allan deSouza (USA)
Date/Time: 4 November. 17:00 – 18:30
Places: 80
Cost: €5 (VAI members) / 
€10 (Non-members) 

How to Apply for Funding
Date/Time: 5 November. 11:00 – 12:00
Places: 70
Cost: €5 (VAI members) / 
€10 (Non-members)  / 
FREE (Ards & North Down Artists)

Child Protection Training
Date/Time: 10 November. 11:00 – 13:00 & 
15:00 – 17:00
Places: 70
Cost: FREE (Mayo & Sligo Artists)

Peer Critique: Kildare Session 1
Date/Time: 11 November. 10:00 – 12:00
Places: 8
Cost: FREE (Kildare Artists Only)

Working with Curators
Date/Time: 12 November. 11:00 – 12:00
Places: 70
Cost: €5 (VAI members) / 
€10 (Non-members)  / 
FREE (Mayo Artists)

Peer Critique: Kildare Session 2
Date/Time: 18 November. 10:00 – 12:00
Places: 8
Cost: FREE (Kildare Artists Only)

Digital Marketing & Communications
Date/Time: 19 November. 11:00 – 12:00
Places: 70
Cost: €5 (VAI members) / 
€10 (Non-members)  / 
FREE (Ards & North Down Artists)

Per Cent for Art: Applications & Delivery
Date/Time: 24 November. 15:00 – 16:00
Places: 70
Cost: €5 (VAI members) / 
€10 (Non-members)  / 
FREE (Limerick/Clare/Tipperary Artists)

How to Prepare Your Photos for the Web
Date/Time: 25 November. 11:00 – 12:00
Places: 70
Cost: €5 (VAI members) / 
€10 (Non-members)  / 
FREE (Kilkenny Artists)

Writing About Your Work
Date/Time: 2 December. 15:00 – 16:00
Places: 70
Cost: €5 (VAI members) / 
€10 (Non-members)  / 
FREE (Kildare Artists)

Landscape of Opportunties
Date/Time: 3 December. 11:00 – 12:00
Places: 70
Cost: €5 (VAI members) / 
€10 (Non-members)  / 
FREE (South Dublin Artists)

Writing Creative Proposals
Date/Time: 10 December. 11:00 – 12:00
Places: 70
Cost: €5 (VAI members) / 
€10 (Non-members)  / 
FREE (Wexford Artists)

Visual Artist Cafés

Webinars / Talks

Helpdesks / Clinics

WE ARE CONTINUING to run our Lifelong Learning programme online using Zoom 
(zoom.us), with a full schedule of regular events planned for the Winter months, including 
talks, webinars, helpdesks, clinics and Visual Artists Cafés. 

VAI members can att end 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. 




