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WELCOME to the March – April 2021 Issue of 
The Visual Artists’ News Sheet. 

As galleries and museums across Ire-
land and Northern Ireland remain closed to 
the public, we have once again had to tem-
porarily shift our focus away from physical 
exhibitions. VAN’s March – April 2021 issue 
is loosely themed around artist publishing 
activities, while also covering a timely range 
of online fi lm screenings and moving image 
programmes. 

We seem to be witnessing an unprece-
dented return to publishing in the Irish visu-
al arts community, evident in the vast array 
of artist books, catalogues, monographs 
and photobooks currently being produced. 
These exciting developments are refl ected 
across this issue of VAN. In place of our usu-
al Exhibition Roundup, we are presenting an 
inaugural Publishing Roundup, which pro-
fi les an assortment of recent Irish publica-
tions and zines, as well as current and forth-
coming international art books. 

We have invited contributions from sev-
eral independent publishing projects and 
imprints based in Ireland – Numbered Edi-
tions, Bloomers Magazine, Soft Fiction Proj-
ects and Stereo Editions – who each discuss 
their scope, evolution and future plans. In 
addition, Christopher Steenson outlines 
some key considerations for self-publishing; 
Sean Lynch interviews John Carson about 
his new book, produced by ACA Public; while 
VAN Editor, Joanne Laws, discusses several 
new photography publications, developed 
to accompany high profi le exhibitions in Ire-

land this year.
In columns for this issue, Matt  Packer 

considers the impact of art falling ‘out-of-
sync’ with its intended proposal, and Miguel 
Amado calls for a curatorial resistance to 
the interdependence of fi nance and the 
institutions of art. Cornelius Browne refl ects 
on the relations between art and walking in 
is column, ‘The Gentle Art of Tramping’, while 
Éilís Murphy and Grace Wilentz discuss their 
two-year collaboration.

In VAN’s Career Development section, 
Mary Flanagan interviews artist Jo Killalea 
about her painting practice; Gwen Burling-
ton discusses the work of Irish artist, Renèe 
Helèna Browne; and Meadhbh McNutt  inter-
views Jan McCullough about her current 
exhibition at CCA Derry~Londonderry.

Among other profi les, Susan Campbell 
outlines the evolution of the Golden Fleece 
Award, marking its twentieth anniversary 
this year; while Jennifer Redmond consid-
ers various artworks in ‘Cahoots: The Space 
Between’ – an artist-led digital exhibition, 
organised in collaboration between A4 
Sounds (Dublin), Sample Studios (Cork), and 
Engage Art Studios (Galway).

VAN’s Critique section features recent 
online screening programmes: Patrick 
Hough, ‘Revenant Images’ for aemi; Jesse 
Jones, ‘We Interrupt This Apocalypse’ for 
Isolation TV; ‘Irish Short Reel Series’ for 
CIACLA & MART; Sasha Litvintseva, Every 
Rupture (2020) for the Douglas Hyde Gal-
lery; and Phil Collins, Bring Down the Walls 
(2020) hosted by Void Gallery. 

Regional Focus: South County Dublin
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11. We are artists. We are performers! Niamh Hannaford, Visual Artist.  
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 The Glucksman, University College Cork, T12 V1WH Ireland / www.glucksman.org 

 

Sara Baume, Tinka Bechert, Martin Boyle, Brian Duggan, James L. Hayes, 

Kerry Guinan, Eileen Hutton, Julie Merriman, Doireann Ní Ghrioghair,  

Sinéad Ní Mhaonaigh, Treasa O’Brien, Julia Pallone, Amanda Rice,  

Ciara Roche, Kathy Tynan, Mieke Vanmechelen 

 

Curated by Chris Clarke and Fiona Kearney 

 

HOME
Being and Belonging in Contemporary Ireland 
 

www.glucksman.org/exhibitions/home

The Exhibition Virtual Tour
Available Online

WolfWalkers Talk Series: 
Join us for a superb line-up of speakers from Cartoon Saloon's Creative Team, 
offering an insight into the creation of their latest film, WolfWalkers.

www.butlergallery.ie

Kilkenny County Council
Comhairle Chontae Chill Chainnigh

An Arts Council funding scheme for 
individual artists with disabilities.

Round 1 Opens: 06 April
Deadline: 24 May at 4pm

Round 2 Opens: 30 August
Deadline: 18 October at 4pm

Download guidelines and application  
forms from 06 April here: 
www.adiarts.ie/connect
Contact: amie@adiarts.ie
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WWW.IRISHARTSREVIEW.COM 
TEL: (01) 676 6711

SAVE 10% OFF 
SUBSCRIPTION RATES TO 
THE IRISH ARTS REVIEW
ONE-YEAR SUBSCRIPTION FOR 
VAI MEMBERS NOW €40!
BOOK A SUBSCRIPTION TODAY

THE JOURNAL OF FINE ART, DESIGN, ARCHITECTURE, PHOTOGRAPHY, SCULPTURE, HERITAGE, DECORATIVE ARTS AND CRAFTS

SPRING (MARCH - MAY 2021) €10 (STG£9)

SCULPTORS AT WORK

F.E. MCWILLIAM GALLERY & STUDIO

27 February to 1 May, 2021
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www.femcwilliam.com 

Photographs by Anne-Katrin Purkiss



Launching this summer at Rua Red, the 
Magdalene Series is a programme of exhi-
bitions, interventions, performances and 
events curated by Rua Red Director/Cura-
tor Maolíosa Boyle. The series features 
five of Ireland’s leading artists: Amanda 
Coogan, Alice Maher, Rachel Fallon, Jesse 
Jones, and Grace Dyas. Rua Red commis-
sioned the five artists to research and pro-
duce new work in response to Mary Mag-
dalene.

As a subject of fascination and curiosity 
throughout history, Mary Magdalene is a 
binary creation: conflicted and mysterious, 
noble and humble, strong yet morally weak, 
beautiful and haggard, passionate yet pen-
itent, erotic and unreserved, reclusive and 
solitary. The Magdalene is the earthly, car-
nal, and sensual counterpart to the celes-
tial Virgin. She embodies humanity and 
humility – she sweats, cries and bleeds.

Rua Red’s Magdalene series will explore 

Mary Magdalene’s associations with the 
incarceration and institutionalisation of 
women and other themes such as forced 
labour, morality, shame, reparation and 
penitence. The series will propose a new 
world, uncurbed by religious, political or 
societal doctrine, a world led by the experi-
ence of the Magdalene and viewed through 
the lens of contemporary feminism and 
feminist theology.

The Magdalene Series is the culmination 
of a three-year collaboration between the 
artists and curator. The process has includ-
ed input from theologians, academics and 
researchers. Writers such as Sinead Glee-
son, Silvia Federici and Kate Antosik Par-
sons are working with the artists to create 
a series of essays and responses to the 
work. A publication, to be launched at the 
end of the series, will contain these texts.

As part of Rua Red’s active research 
space, several academics and feminist 

Rua Red Announces Magdalene Series for 2021

Arts Council announces more than 30 
funding opportunities for 2021
The Arts Council has announced more than 30 
awards and funding schemes for 2021, designed 
to give to a wide range of artists and arts organi-
sations the opportunity to apply for support.
The state agency for funding and developing 
the arts said it was publishing the opening and 
closing dates for all of its schemes through to 
December.

The announcement includes a new ‘Agil-
ity Award’, an open and flexible grant scheme 
designed around the needs of professional artists 
and arts workers. Priority will be given to appli-
cations that demonstrate how the applicant’s 
practice will benefit from taking time to devel-
op their craft, and/or working on artistic ideas. 
There will be three rounds of this award in 2021; 
spring, summer and autumn.

“This is an immensely challenging period for 
the arts, and it is vital that our artists and arts 
organisations are able to plan for the future,” 
said Arts Council Director, Maureen Kennelly. 
“By publishing our full funding schedule for the 
year we hope to encourage and support artists 
as they imagine a vibrant, creative, post-Covid 
Ireland.”

In its October Budget, the Government allo-
cated some €130 million to the Arts Council for 
this year, which the Council said represented 
a strong signal that the arts will be central to 
national recovery.

The table here lists the funding opportunities 
being planned by the Arts Council for 2021. It 
is as accurate as of January 2021, but subject to 
change. Please be sure to check the funding sec-
tion of their website, and subscribe to the Arts 
Council Newsletter for up-to-date information 
throughout the year.

Among the schemes and awards published 
are:

Bursary Awards are to support professional 
artists in the field of dance to develop their art 
practice. It provides artists at any stage of their 
career with the time and resources to think, 
research, reflect and critically engage with their 
art. Opened on 15 December 2020, closes 28 
January 2021, with another round opening 25 
May and closing 24 June.

Commissions Awards are available across 
several art forms and arts practice areas support-
ed by the Arts Council. Opens on 30 March, 
closes 29 April.

Project Awards are offered across four art 

forms, and are designed to enable artists to make 
innovative, ambitious and high-quality work. 
Opens on 30 March, closes 29 April.

Arts Grant Funding, designed to ensure that 
there is a breadth of high-quality arts activity 
throughout the country, offers flexible support 
for a fixed period of time, and responds to the 
needs of those who are making, presenting and 
supporting work. Opens on 13 April, closes on 
27 May.

Schemes and awards are open to arts organi-
sations, artists or practitioners meeting the pub-
lished criteria. Please note that you must register 
for online services before you submit an appli-
cation.

Kenmare Butter Market 
Originally built in the mid-19th century, the 
Kenmare Butter Market was converted to a 
dance hall in the 1960s. Steeped in history and 
located in the centre of Kenmare town, Co Ker-
ry, and on both the Iveragh and Beara penin-
sulas along the Wild Atlantic Way, this makes 
for an ideal location for artists. The building was 
originally purchased to house a whisky distillery 
as part of a larger idea to reimagine the whisky 
distilling of Islay that will expand across several 
new distilleries in other historic spaces includ-
ing Killarney and on the Iveragh Peninsula. The 
Kenmare Butter Market is one of those build-
ings. According to a press release:

“Phase 1 will see the building used as it is 
now, an industrial urban space. In Phase 2, archi-
tectural work will commence along with the 
addition of the new distillery. The space is also 
large enough to accommodate large artworks. 
An apartment and studio for resident artists 
may also form part of the design brief and Graf-
ton Architects will be the design leads on the 
project.

“We are excited to announce our inaugural 
exhibition in May/June is an unveiling of new 
work by established Irish artists, Bridget Flan-
nery, Paul Hughes and Paddy Lennon at a date 
yet to be announced. Kenmare Butter Market is 
committed to showcasing Irish and internation-
al professional artists.”

National Space Centre Announces Artist 
Residency with Greywood Arts 
Greywood Arts  and Ireland’s National Space 
Centre (NSC) have  announced their inaugural 
Artist in Residence, offering a sculptural art-
ist the chance to work with space technology 

debris. The two County Cork based organisa-
tions – with the NSC is located in Elfordstown 
just outside Midleton, and Greywood Arts 
in the nearby village of Killeagh – announced 
their partnership to mark Global Community 
Engagement Day, celebrated on 28 January. 

“Greywood Arts is centred around the idea 
of artists and community coming together to 
explore the creative process,” said Jessica Bon-
enfant Coogan, Greywood’s Artistic Director. 
“Having the National Space Centre in our area 
means we can offer this exceptional opportunity 
for an artist to utilise unusual materials to create 
art that investigates reuse.” 

“We’re excited to share space communications 
components including circuit boards, assemblies 
and data subframes with a sculptor, as well as 
preserved panels from our recently dismantled 
13-metre EU-5B4 dish,” explained NSC CEO, 
Rory Fitzpatrick. “That dish is a great example 
of the kinds of space sector refuse being gener-
ated as technology accelerates. This residency is 
also a chance to cooperatively re-purpose what 
we can’t recycle and see what can emerge from 
space waste.” 

The residency will be on site at the NSC, and 
the selected artist will be able to collect materials 
and explore the other-worldly campus environ-
ment, before returning full-time to Greywood to 
begin a sculptural piece. It will conclude with a 
public exhibition at the National Space Centre 
of the completed work at the end of the year.

Visual Arts Alliance
The Contemporary Visual Artists Network 
(CVAN) has proposed a Visual Arts Alliance to 
address the socio-economic hurdles that artists 
and arts organisations face in response to the 
continued Covid-19 crisis, stating:

“The far-reaching and unpredictable effects 
of the pandemic are only beginning to unfold. 
To ‘build back better’ we need a new approach 
one where we address inequalities, the cli-
mate emergency and the imminent econom-
ic hardship that will be faced by many. This is 
the moment where we must come together to 
ensure that artists play a leading and pivotal role 
in pushing for societal change where we chal-
lenge established ways of working, thinking, and 
being in the world.”

The mission and values of the Visual Arts 
Alliance were also laid out for prospective mem-
bers. 

The Alliance would also be committed to 

social and climate justice, advocating for artists 
and the importance of art in society, lobbying for 
the support of the arts sector, setting standards 
for payment and valuation of artwork, and the 
development of policy that benefits artists and 
art organisations. 

Future of Ormston House Secured 
Ormston House, Limerick, has been used as 

a focal point for arts and culture in the heart of 
the city since 2011, and has hosted around 350 
exhibitions and events and worked with 296 art-
ists from 27 countries. It supports creative prac-
tices and provides the opportunity for artists to 
develop challenging and experimental works.

The local authority has put forward a long-
term draft lease for Ormston House to the full 
council meeting of Limerick City and County 
Council which was formally adopted by coun-
cillors in January.

Mayor of the City and County of Limerick 
Cllr Michael Collins said: “There have been 
many false hopes for Ormston House since it 
was put up for sale, but now I’m delighted to 
say that the Council, with the support of the JP 
McManus Benevolent Fund, have purchased the 
building. I know that for a lot of people, Orm-
ston House has played an important role in their 
development as artists, and now will continue 
to be available to them. I wish to thank the JP 
McManus Benevolent Fund for its support in 
helping Limerick City and County Council 
secure this resource for the people of Limerick.”

The property was acquired in April 2020 
from Mount Kennett Investment Company for 
€280,000.

Limerick Culture and Arts Office is delight-
ed that this historic structure, in the heart of 
the city, has been secured for culture and arts in 
Limerick.

“Ormston House now has a long term home 
in which to continue to work with artists and 
communities and to shape our cultural land-
scape,” she said. “The Limerick Culture and 
Arts Office looks forward to Ormston House 
re-opening to the public and continuing to work 
with our artistic communities to programme 
events and activities over the weeks and months 
ahead, particularly as the sector prepares to 
re-build post Covid. This purchase is a testament 
to the vison and hard work of the Co-Director 
and founder of Ormston House, Mary Conlon, 
and all of the creatives and artists who have con-
tributed to its success.”

THE LATEST FROM THE 
ARTS SECTOR
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theologians will deliver lectures on key 
themes in the artists’ work. These lec-
tures will form part of the Magdalene 

Series educational resource archive 
which will be available for audiences at 
ruared.ie
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Ireland

A SOUNDSCAPE OF NOTES 
Kimberly Goes’ self-published artist’s book, A 
Soundscape of Notes and the s paces between, pres-
ents research undertaken on the ‘Soundscape 
of a City’ (a trigger part of The Urban Explorer 
Project), tested during a series of solitary and col-
laborative walks as part of ‘The Drive of Walking’ 
public programme at the Jan van Eyck Academie. 
Self-reflective and experimental in its approach, 
this publication is a collection of written notes, 
impressions and visual scores of the soundscapes 
gathered on these walks.

kimberlygoes.com

TBG+S STUDIO PUBLICATION SERIES
TBG+S presents their Studio Publication Series, 
a new collection of zine-like booklets, featur-
ing Richard Proffitt in Series #2. The sketch-
book-like approach draws together thoughts, 
ideas and a variety of processes of individual 
artistic practices that are not usually visible out-
side of the artists’ studio. The dust blows forward 
’n the dust blows back experiments with a style 
of digitally collaged imagery that has recent-
ly informed an online video project, You’re Not 
Dreaming Anymore (2020). Images of the art-
ist’s installations and recent paintings are also 
incorporated into the collages to consolidate the 
many aspects of Proffitt’s practice under a uni-
fied aesthetic.

templebargallery.com

DANIEL O’NEILL: ROMANTICISM & 
FRIENDSHIPS
November 2020 sees the publication of the first 
monograph, written by Karen Reihill, on the 
life of Northern Irish painter, Daniel O’Neill 
(1920-1974) which marks the centenary year of 
his birth. Born during the War of Independence, 
the story begins with O’Neill’s first attempts 
to exhibit in his native city of Belfast during 
World War II with fellow artists and life-long 
friends, Gerard Dillon and George Campbell. 
Considered a mysterious and enigmatic figure 
during his lifetime, new material shines light 
on O’Neill’s personal struggles and his complex 
relationship with his art dealer, Victor Wad-
dington. 

frederickgallerybookshop.com

SO SICK AND TIRED 
In the summer of 2020, in the midst of the 
pandemic, National Sculpture Factory commis-
sioned an artwork for Cork Midsummer Festival 
by artist and writer Sara Baume. The four-me-
tre-long neon text work hung on the facade of 
the NSF building and was illuminated on the 
Summer Solstice. To mark its extinguishing on 
the Winter Solstice, NSF invited writer, curator 
and art historian, Sarah Kelleher, to reflect on 
the commission and the designers from unthink 
to create a unique object to unify all aspects of 
the project. 

nationalsculpturefactory.com

A WOMAN’S WORK
Gallery of Photography Ireland presents a joint 
venture with Creative Europe featuring art-
ists Clare Gallagher and Csilla Klenyánszki: A 
Woman’s Work. The title of Gallagher’s work, Sec-
ond Shift, refers to the hidden burden, primarily 
carried by women, of housework and childcare 
on top of their paid employment. Klenyánszki’s 
Pillars of Home reflects on how the challenges of 
early motherhood are transformed into a game 
surrounding the newfound lack of time, fragility 
of a new life, the weight of responsibility, ten-
sion, and a change in identity. 

galleryofphotography.ie

DIGITAL ART IN IRELAND
Digital art goes by many names – net art, elec-
tronic art, computational art, multimedia art, 
new media art, screen-based art – but generally, 
this is a domain in which the objects of discus-
sion rely absolutely on modern and contempo-
rary electronics to achieve their artistic purpose. 
Edited by James O’Sullivan and published by 
Anthem Press, Digital Art in Ireland: New Media 
and Irish Artistic Practice brings together a col-
lection of timely perspectives from scholars and 
practitioners engaged with screen-based expres-
sion. 

anthempress.com

TOMORROW IS SUNDAY 
Following a family bereavement in 2013, Miri-
am O’Connor returned home to live and work 
on the family farm. Tomorrow is Sunday is an 
ongoing photographic project which engages 
with this unanticipated homecoming. Over the 
last number of years, she has struggled to under-
stand this transition through the medium of 
photography, using the camera and other prac-
tices of reading, writing, collecting and reflect-
ing in a quasi-therapeutic manner to document 
fragments from daily life and experiences. This 
approach to understanding and acceptance often 
raised more questions than it provided answers.

miriamoconnor.com 

COHOST 
The cohost publication provides an insight into 
the work of twelve artists and researchers com-
pleting the IADT ARC Masters programme in 
2021. It has been devised in parallel with the 
online exhibition cohost, curated by Astrid New-
man (14 – 24 January 2021). Cohost is the third 
publication from arc public press, an imprint 
established in 2017 to support ARC students 
and graduates, who have realised projects con-
necting art with many different disciplines and 
fields. The ARC programme is co-directed by 
Maeve Connolly and Sinead Hogan. 

arciadt.ie

E-QUADRANT 
Final year students of Ulster University’s MFA 
programme created a 16-page A6 monochrome 
zine, titled E-Quadrant, to accompany their 
Interim Show in January 2021. Originally 
due to be shown in Catalyst Arts, Belfast, the 
exhibition was moved online, due to ongoing 
COVID-19 restrictions. The ten artists’ work 
was physically mounted in two ‘quadrants’ over 
two weeks in their university studios and was 
accessible virtually, including one-to-one video 
tours. E-Quadrant was a small, tactile token of 
their work, which could be assembled and post-
ed out. 

mfabelfast.wordpress.com

MEMORY AND INTERMEDIALITY
Sarah Durcan’s new book, Memory and Inter-
mediality in Artist’s Moving Image, published by 
Palgrave Macmillan, addresses the preoccupation 
with memory in contemporary artists’ moving 
image installations. It situates artists’ moving 
image in relation to digitalisation, as hybrid 
intermedial combinations of analogue film, 
video and digital video emerge from the mid-
1990s onward. Artists like Stan Douglas, Steve 
McQueen, Runa Islam, Mark Leckey and Eliza-
beth Price chronicle the transition from analogue 
to digital, emphasising the nuances of interme-
diality and the extent to which we remember 
through media. 

palgrave.com

Austin McQuinn, Becoming Audible: Sounding Animality 
in Performance, 2020; image courtesy the author. 

Ulster University MFA students, E-Quadrant, 2021, A6 monochrome zine; image courtesy Susan Hughes.

BECOMING AUDIBLE
Published by Penn State University Press as part 
of their Animalibus series, Irish artist Austin 
McQuinn’s timely and provocative new book, 
Becoming Audible: Sounding Animality in Per-
formance, explores the phenomenon of human 
and animal acoustic entanglements in arts and 
performance practices. Framing his enquiry 
with Deleuze and Guattari’s concept of becom-
ing-animal, McQuinn demonstrates that to 
become audible in performance is to resonate 
“through the labyrinths of the cultural and 
the creatural,” not only across species but also 
beyond the limits of the human.  

psupress.org

COM,MA 
For the MA in Art & Process programme 
(MA:AP) at MTU Crawford College of Art & 
Design, the generation of a publication, titled 
COM,MA, was positioned within the Produc-
tions module. This is a collaborative component 
for students to produce an exhibition framework 
and group identity, facilitated through tutor-led 
workshops, peer discussions and research. Stu-
dents managed, edited and produced COM,-
MA as a means of representing their exhibition. 
MA:AP 2020 students: Catarina Araújo, Padra-
ic Barrett, Deirdre Breen, Aoife Claffey, Seán 
Daly, Joe Fogarty, Inguna Mainule, Kate Mcel-
roy, Ida Mitrani.

crawford.cit.ie

Student Zines

Sara Baume, So sick and tired, 2020; Photograph by 
Johnny Savage, courtesy the artist and NSF.
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International
Recent

ART AND LABOUR
A new book by Dave Beech, titled Art and 
Labour: On the Hostility to Handicraft, Aesthet-
ic Labour and the Politics of Work in Art (Brill, 
2020), provides a “new history of the changing 
relationship between art, craft and industry, 
focusing on the transition from workshop to 
studio, apprentice to pupil, guild to gallery and 
artisan to artist.” Beech suggests that the history 
of the formation of art, as distinct from hand-
icraft, commerce and industry, can be traced 
back to the dissolution of the dual system of 
guild and court.

brill.com

VITAMIN D3 
Over the past 50 years, drawing has been elevat-
ed from a supporting role to a primary medium, 
ranking alongside painting as a central art form. 
Since the publication of Vitamin D (2005) and 
D2 (2013),  contemporary artists have contin-
ued to explore drawing’s possibilities – from 
intimate to large-scale works, in a diversity of 
mark-making processes and materials. Con-
ceived, edited and published by Phaidon, Vita-
min D3 (2020) showcases more than 100 such 
artists, nominated by more than 70 internation-
al art experts.

phaidon.com 

WHY HAVE THERE BEEN NO GREAT WOM-
EN ARTISTS?
American art historian, Linda Nochlin’s land-
mark 1971 essay heralded the dawn of a femi-
nist history of art. In this stand-alone anniver-
sary edition, published by Thames & Hudson 
in January 2021, Nochlin’s influential essay 
appears alongside its reappraisal, ‘Thirty Years 
After’. Nochlin dismantles the very concept of 
greatness, unravelling the basic assumptions 
that created the male-centric genius in art. 
With unparalleled insight, Nochlin lays bare the 
acceptance of a white, male viewpoint in art his-
torical thought as not merely a moral failure, but 
an intellectual one.

thamesandhudson.com

THE ARRIVAL OF SPRING IN NORMANDY
David Hockney: The Arrival of Spring in Nor-
mandy, 2020 is being published by the Royal 
Academy of Arts later this year, to coincide with 
an exhibition of the same name (27 March – 
22 August 2021). From his home, studio and 
garden in Normandy, just as 2020 COVID-19 
pandemic restrictions were coming into force, 
Hockney witnessed the arrival of spring. He 
used his iPad as an antidote to anxiety, captur-
ing the exuberance of nature. This book features 
116 new iPad drawings in an intimate sketch-
book format. 

royalacademy.org.uk 

THINKING OF YOU. I MEAN ME. I MEAN 
YOU  
Since the 1970s, Barbara Kruger has been inter-
rogating consumer culture through visual and 
written language. This volume – being published 
by Delmonico Books/Los Angeles County 
Museum of Art in May 2021 – traces Kruger’s 
practice to reveal how she reacts and adapts to 
shifting moments, sites and contexts. Remaining 
urgently resonant in a rapidly changing world, 
Kruger is one of the most incisive and coura-
geous artists reacting to contemporary culture 
today. 

delmonicobooks.com 

HONEY IS FLOWING IN ALL DIRECTIONS
On the centenary of the birth of German 
avant-garde sculptor and performance artist, 
Joseph Beuys (1921-86), a new edition of the 
classic book, Joseph Beuys: Honey is Flowing in 
All Directions (first published in 1997) is being 
reconceived by Klaus Staeck and Gerhard Steidl. 
The book focuses on Beuys’ ‘Free International 
University’ at Documenta 6 in Kassel in 1977, 
for which he undertook a series of sculptur-
al interventions and events, filling numerous 
blackboards with texts, diagrams and musical 
scores. The original photographic documenta-
tion is reproduced in this book.

steidl.de

MOMAS PROJEKT
Not a ‘real’ museum or installation, the Museum 
of Modern Art Syros (MOMAS) was created 
in 1993 by German artist, Martin Kippenberger, 
in Syros, Greece. Kippenberger assumed the role 
of museum director in a cement ruin building, 
with no walls on which to hang art. Both an act 
of parody and creative camaraderie, he invited 
a group of friends to work and exhibit annual-
ly at MOMAS. This forthcoming publication 
from MAMCO Genève provides the first study 
of the project and features original plans and 
interviews with some of the participating artists.

mamco.ch

“BETTER READ THAN DEAD”
A new book, edited by Marja Bloem, Lauren 
van Haaften-Schick, Sara Martinetti and Jo 
Melvin, seeks to fill the historical gaps in the 
network of exhibitions, publications, projects 
and collections pertaining to the life and work 
of American-born art dealer, curator, author and 
researcher, Seth Siegelaub (1941-2013). Titled 
Seth Siegelaub “Better Read Than Dead” Writ-
ings and Interviews: 1964-2013, the book fea-
tures unpublished documents from Siegelaub’s 
archives, selected writings, numerous interviews, 
extended bibliography and chronology. 

buchhandlung-walther-koenig.de

SUPPOSE A SENTENCE 
In Suppose a Sentence, Brian Dillon turns his 
attention to the oblique and complex pleasures 
of the sentence in literature. A series of essays 
prompted by a single sentence – from Shake-
speare to Gertrude Stein, John Ruskin to Joan 
Didion – the book explores style, voice and lan-
guage, along with the subjectivity of reading. 
Published in September 2020 by Fitzcarraldo 
Editions, Suppose a Sentence examines not only 
how and why the sentence works, but also what 
the sentence once was, what it is today, and what 
it might become tomorrow.

fitzcarraldoeditions.com

THE ARTIST IN TIME
Chris Fite-Wassilak’s new book, The Artist in 
Time: A Generation of Great British Creatives 
(Bloomsbury Press, 2020), provides a collective 
portrait of a generation who have shaped our 
artistic landscape. All born before 1950, the fea-
tured artists each respond the question “what 
makes an artist?” offering insights into what 
constitutes a creative life. As a handbook for 
creativity and inspiration, it gives readers access 
to the studios and workspaces of a diverse group 
of painters, poets, choreographers, filmmakers, 
illustrators, musicians, photographers, sculptors, 
writers and creators. 

bloomsbury.com 

IADT ARC MA students, cohost, 2021, featuring Karen Browett, Wall Woman, 2020, photographic self-portrait with 
screen printed wall fabric (pp 12-13); Image courtesy Astrid Newman.

International
Forthcoming

ANNI AND JOSEF ALBERS BY LAKE VEREA
In 1925, textile artist Anni Fleischmann, mar-
ried multimedia artist Josef Albers, beginning 
one of the most artistically fruitful marriages 
of the 20th century. This tender portrait of the 
prominent Bauhaus couple (due to be published 
in 2021 by Hatje Cantz) includes ephemera and 
correspondence from the Albers archive. The 
personal context of Anni and Josef ’s creative life 
together emerges through objects, conversations 
and associations. This is an intimate portrait of 
two legendary art historical figures, as much as it 
is a meaningful exploration of a marriage.

hatjecantz.de 

ARTHUR JAFA: MAGNUMB
This forthcoming book, being published by 
Louisiana Museum of Modern Art in 2021, 
offers an essential overview of filmmaker and 
artist, Arthur Jafa’s sweeping, dynamic and dis-
quieting video portraits of Black American life. 
The publication includes Love is the Message, the 
Message is Death (which garnered him acclaim 
in 2016) and its 2018 follow-up piece, The White 
Album. Jafa grew up in Mississippi, USA. His 
oeuvre revolves around Black American culture, 
the history of slavery, and ongoing structural and 
physical violence against Black Americans. 

louisiana.dk

MA:AP 2020, COM,MA, Deirdre Breen, Clung, 2020; 
design by Niall Sweeney, courtesy Padraig Spillane.

Seth Siegelaub “Better Read Than Dead” Writings and 
Interviews: 1964-2013; image courtesy Jo Melvin.
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Capital and the Museum When Will the Present Begin Again?¹

MIGUEL AMADO CALLS FOR A CURATORIAL RESISTANCE TO THE 
INTERDEPENDENCE OF FINANCE AND THE INSTITUTIONS OF ART.

MATT PACKER CONSIDERS THE IMPACT OF ART FALLING OUT-OF-
SYNC.

Curation Curation

“A SPECTRE IS haunting Europe – the spec-
tre of communism.” So begins the Communist 
Manifesto, penned by Karl Marx and Friedrich 
Engels in 1848. Today, it is the reality of neolib-
eralism that is haunting the world. As capitalism 
in its neoliberal form has been spreading world-
wide since the 1970s, a revival of quasi-fascism 
rises apace, exacerbating social divides in which 
the ‘other’ – bodies, minds, practices or imagina-
tions different from mainstream modes of living 
– is devalued, even dehumanised.

A century ago, the theorist Antonio Gram-
sci proposed the notion of ‘cultural hegemony’ 
to explain the domination of one social group 
(the ruling class) over all others (the oppressed 
classes) in terms of culture rather than econom-
ics, as the classical Marxist perspective had con-
ceived it. Through cultural hegemony, the dom-
inant minority imposes a single worldview that 
excludes the ‘other’ – the ‘subaltern’, as Gramsci 
called them – who actually constitute the major-
ity of the social fabric. 

Resistance to cultural hegemony has been 
resurfacing in the West through the lens of 
identity politics. In the field of art, assertions of 
the rights of minorities (whether based on eth-
nicity, sexual orientation or body/neurological 
ability) and movements challenging patriarchy 
(from the contestation of institutionalised sexual 
harassment, to demands for equal pay) are just 
two examples of a growing understanding of the 
continued obligation to embrace the connec-
tions between politics and identity.

Across the West, particularly in the 
English-speaking countries, museums have 
recently come under renewed pressure to address 
institutionalised racial inequality, in part since 
the death of George Floyd at the hands of the 
Minneapolis police in summer 2020. Key to this 
process are social movements formed around a 
critical mass – what the artist and writer Grego-
ry Sholette calls ‘dark matter’. Dark matter refers 
to the myriad under-recognised, undervalued art 
personnel, for instance lesser-known artists and 
assistants whose invisible daily labour sustains 
the visible field of art. Their vast majority is the 
mirror image, the inverse, of the hyper-rich gal-
lerists, celebrity artists and globetrotter curators 
of today’s star-system-like art sector.

Sholette uses class analysis to explain the 
exploitative nature of this system, highlighting 
the subalternisation of dark matter in econom-
ic terms. The dark matter is the ‘99 percent’, to 
paraphrase the slogan coined in the context of 
the Occupy movement in 2011, itself a reinven-
tion of the expression “one percent who own the 
country”, by which author Gore Vidal referred 
to the wealthiest Americans. Using the iceberg 
economic model put forward by scholar J. K. 
Gibson-Graham, the 99 percent corresponds to 
the large, hidden part, and the 1 percent to the 
small tip.

In a 2011 essay, ‘L’1%, c’est moi’ (‘The 1%, 
it’s me’), the artist Andrea Fraser exposed the 
intricate relationships between major museums 
and representatives of financial oligarchies, both 
old and new. She pulled back the curtain on the 
influence of members of hedge funds on insti-

tutions such as New York’s Museum of Modern 
Art – the quintessential museum and a central 
art scene player, whose boards are dominated by 
such individuals. 

The institution made headlines in this respect 
at the beginning of 2021. According to Hyperal-
lergic: “Over 150 artists, art workers, and activist 
groups are calling on the Museum of Modern 
Art in New York to separate itself from its chair-
man, billionaire Leon Black… over his links to 
convicted sex offender Jeffrey Epstein.” While 
some of these artists are luminaries, such as Nan 
Goldin, the majority are agents belonging to 
the dark matter. The feminist, anonymous art-
ist collective Guerrilla Girls had already target-
ed Black in 2019 for the same reasons. Now, in 
parallel to the current anti-Black campaign, the 
Guerrilla Girls have canceled a book contract 
with Phaidon Press, after realising that Black 
owns the publisher.

The association of art and capital is not 
new; just remember the Medici, the Floren-
tine banking family whose riches powered the 
Renaissance. Yet it has been expanding far more 
exponentially since the invention of the modern 
museum as part of the process of social distinc-
tion that the ruling class has been developing, 
and today it has reached a level, describable 
as philanthropic toxicity. Just one example is 
Warren B. Kanders, former board vice-chair of 
the Whitney Museum of American Art, who 
resigned in 2019 following an outcry over his 
company’s sale of tear gas canisters, apparently 
used on migrants at the US-Mexico border.

Indeed, this phenomenon has transformed 
many Western museums into instruments of the 
dominant class. Contrary to their foundation-
al educational proposition, and ‘washed’ by the 
current rhetoric of public engagement, they have 
expressly been (re)designed to maintain cultural 
hegemony, and thus are territories of exclusion 
and privilege, in terms of both class and identity. 
This connection to capital and a white, patriar-
chal, hetero and body/neurological-normative 
ethos has inevitably resulted in the conversion 
of the curator into a manager, whose practice 
is more a business than any sort of intellectual 
activity.

The hijacking of curation by the neoliberal 
agenda removes its operations from the arena of 
knowledge, and it is thus fundamental to repo-
sition curating within an intellectual realm. To 
do this, the curator should look to Gramsci, who 
outlined the concept of the ‘organic intellectual’ 
to describe an individual’s role in the creation of 
a cultural counter-hegemony, by representing 
the interests of socially excluded people – the 99 
percent. Such endeavour requires tackling cur-
rent urgencies surrounding social justice, from 
inequality to colonial legacies. Curating as an 
intellectual activity means aligning with those 
on the margins of society, and with them build-
ing an alternative to the political status quo.

Miguel Amado is a curator and critic, and 
director of SIRIUS, Cobh, County Cork.

WE START 2021 on the green grass that haunted 
our dreams for most of last year. This is when 
it was all supposed to be over, and all about to 
happen. The cultural and social repression of 
the past year would spill out into the crowded 
streets, into exhibition spaces, concert halls, the-
atres, pubs and bars. This would be the rejoinder 
of our previous lives before they were cruel-
ly interrupted, only this time it would be even 
better, simultaneously slower, kinder, and more 
enriched. 

The postponement of so much of last year’s 
cultural activity, taken with all the ad hoc con-
fidence that 2020 had available, now has 2021 
cornered with dawning realities of a virus that 
continues to mutate and thwart our best efforts 
to contain it. We look back at a cultural year that 
has been marked by pronouncements of defer-
ral, postponement, cancellation and plea, only to 
look ahead at a year that looks shaky at best.

In March, the Liverpool Biennial – the 
UK’s largest festival of contemporary visual art 
– is due to open, following a decision made in 
April last year to delay its original opening date 
of July 2020. In a statement that accompanied 
the news of its postponement, the organisers 
outlined their intentions to deliver the bienni-
al “as originally conceived but responsive to the 
new context”. Those words must have seemed 
so comfortably open and non-committal when 
they were written over nine months ago, but 
now seem tragically ill-fated. It seems impossi-
ble that the Liverpool Biennial can deliver much 
of its original plan, when so much preparatory 
time has been lost to public health restrictions 
and public venues remain closed. Further north 
in the UK, Glasgow International – Scotland’s 
biennial festival of contemporary art – might be 
a shade luckier, having deferred their 2020 edi-
tion entirely to open in June this year. Liverpool, 
Glasgow, here in Ireland, and further afield, the 
gamble of last year’s decisions to postpone and 
defer are beginning to return their results with 
nerve-wracking uncertainty. 

There’s a paradox of choosing between the 
limits of now and the possibility of later that 
has been (and continues to be) faced by many 
organisations afforded the choice. In some cas-
es, this same paradox is being faced by artists 
themselves. Should they reorientate their plans 
for current conditions? Remote engagement, 
outdoor public access, bookable arts experi-
ences for micro-audience pods were some of 
the workaround examples that we saw happen 
under Level 2 and 3. Or should they postpone 
until the world is ready to receive their original 
proposals? Should they defer further and further 
into the fantasy future, in the hope that it will 
eventually arrive? Or should they face the world 
as it currently exists and not postpone at all, even 
if it means fundamental changes to artistic and 
curatorial plans and the downscaling of public 
impacts and engagements? 

Although compromise is the most likely 
answer, this paradox of now or later (deferring 
the present to be redeemed in the future) is 
increasingly profound, as we fall further and fur-
ther out-of-sync with the time and place of art’s 

intended proposal. This is especially important if 
we’re to believe that art should seek its relation 
to the world as it actually occurs – a ‘con-tem-
porary’ art in the most literal sense. If we’re to 
believe in that principle, then we also have to 
accept that artworks and artistic programmes 
that were developed pre-pandemic are going 
to land very differently by the time they reach 
an exhausted post-pandemic public in the latter 
part of 2021 or beyond. Some things will land 
with extra poignancy.  In other cases, artwork 
will meet its public with new and unsuspecting 
irrelevance, unable to speak to our new circum-
stances or accurately depict our relations. In 
some cases, and worst of all, I worry that things 
will circulate among our arts institutions with 
unacknowledged anachronism, self-satisfied 
with being locked within the horizon of a differ-
ent time entirely. In the midst of the historical 
event of the pandemic that could well shape the 
rest of our lives, there is a risk of contemporary 
art becoming less and less contemporary at a 
time when its contemporaneity has never mat-
tered more. 

In 2018, I visited the National Archaeolog-
ical Museum in Naples, where the Gabinetto 
Segreto (Secret Cabinet) is housed. It contains a 
collection of erotic art and artefacts from Pom-
peii and Herculaneum that predated the cata-
strophic eruption of Mount Vesuvius in 79AD. 
First discovered in excavations by archaeologists 
in the 18th century, the art and artefacts were 
kept hidden from public view for almost 200 
years; briefly made accessible to public viewers 
in the sexually liberal 1960s, before being locked 
down again until finally (finally?) re-opened to 
the public in the year 2000. It’s fascinating to 
consider the calculation of those 18th-century 
archaeologists, who sought to protect their find-
ings from the censure of the time; their faith in 
some future moment when the public value of 
the material would be redeemed in a society less 
reactionary than their own. The example of the 
Gabinetto Segreto attests to the different histor-
ical speeds that traffic the visibility of art and 
cultural material, from original display, through 
catastrophe, excavation and all stages of mediat-
ed visibility in a gallery or museum. 

In the first months of 2021, as various artistic 
programmes and projects slip forward and for-
ward again in time, we need to be mindful about 
what is being erased in the process and what 
cultural contemporaneity might really mean. As 
organisations and as individuals, and as difficult 
as that may be, the future might depend on it. 

Matt Packer is the Director of EVA Interna-
tional.
eva.ie

1Peter Osborne, ‘Every other Year Is Always This Year 
– Contemporaneity and the Biennial Form’, in Making 
Biennials in Contemporary Times: Essays from the World 
Biennial Forum No. 2, (Brazil: Fundação Bienal São Paulo, 
2015) p35.
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The Gentle Art of Tramping

CORNELIUS BROWNE REFLECTS ON THE RELATIONS BETWEEN 
ART AND WALKING.

AS THE TREES bud and days grow milder, 
sometimes I set out with my easel and end up 
walking more than painting. The presence of the 
painter in the landscape is the beating heart of 
plein air. Feet picking trails over rough ground, 
shouldering and elbowing branches and thorny 
stems, sinking into mires, climbing fences, side-
stepping thickets and wild ponds, panting uphill, 
resisting gravity’s pull downhill, drenched one 
moment and the next blinded by sun, each step 
binds me closer to the earth, disentangling from 
anxiety and preoccupations until I find myself 
walking free.

Walkers cover the globe of the artmaking 
world. During the winter of 1705, the young J.S. 
Bach walked 250 miles uphill through snow in 
search of inspiration. Thomas De Quincey calcu-
lated that, after a lifetime of poetic walking, Wil-
liam Wordsworth may have traversed 180,000 
miles. Charles Dickens walked 12 miles per day 
around London, echoing these myriad peregri-
nations in his novels. Peripatetic art reaches its 
extreme in the work of Tehching Hsieh. Under-
taking One Year Performance (Outdoor Piece) in 
1981-82, the artist lived for one year without 
entering any interiors, be it building or vehicle, 
despite the time frame encompassing one of the 
coldest New York winters on record. Hsieh was 
only once called upon to step indoors, when he 
was arrested for vagrancy. To create The Lovers 
(1988), Marina Abramovic and her partner Ulay 
undertook an epic walk towards each other from 
opposite ends of the Great Wall of China, meet-
ing in the middle after 90 days and 1,200 miles. 
Originally the couple had intended to marry 
at this juncture, but instead they walked out of 
each other’s lives forever. 

Shortly before I began working at IMMA 
in the mid-1990s, Abramovic exhibited pairs 
of amethyst shoes in the gallery, inviting view-
ers to put them on and close their eyes. I still 
remember the sensation of my feet being inside 
the earth. These shoes were made for walk-
ing meditation, to heighten awareness of every 
step. Living in Dublin, I often found myself 
following the footsteps of Leopold Bloom, lit-
erature’s greatest trudger. During my years at 
IMMA, and earlier as a student at NCAD, I 
walked twice daily past the Guinness Hop Store, 

which often jogged memories of my first time 
encountering art, when a school tour brought 
me there to see the ROSC ’84 exhibition. The 
artist who stopped me in my tracks was a walk-
er. As a country boy on his first trip to a city, 
I was stunned that Richard Long had brought 
the outdoors inside. Pre-internet, I struggled to 
find out more about Long, but did come across a 
photograph of A Line Made by Walking, created 
by walking back and forth across a field in Wilt-
shire. I had recently begun painting outdoors, 
having run out of space in my bedroom, and this 
encouraged me to begin viewing my walks as 
part of the artworks.

I embarked on a solitary hill walk one spring 
day in the mid-1980s, which led me to a bus-
tling jumble sale. Obeying habit, I made a bee-
line for its small trove of books. My dig through 
mouldering romances was rewarded with The 
Gentle Art of Tramping by Stephen Graham, 
published in 1927. This quaint guide to attire, 
maps and campfires might have seemed odd in 
the hands of a spiky-haired post-punk teenager, 
yet it opened my eyes to the subversive nature of 
walking: “you turn your back on civilisation and 
most of what you learned in schools, museums, 
theatres, galleries.” The Jarrow March of 1936, 
when 200 workers walked 300 miles from that 
unemployment-stricken town to the seat of gov-
ernment in London, entered my view also at this 
time, and I realised that those who need to make 
a stand must often walk.

A ramble serves as prelude each time I paint. 
Boots are as important to me as easel and brush-
es. Walking primes my mind, much as I prime 
canvases. From the ground moving underfoot 
comes a grounding in freedom, abandon, unpre-
dictability and sensuality. Moving on foot seems 
to make it easier to move in time; often I have 
the sense, as I begin painting, that all the selves 
I have ever been are picking up the brush. There 
is a feeling of having travelled far to reach this 
moment. Walking starts with an extreme aware-
ness of myself in the landscape and ends with an 
extreme awareness of myself in painting.

Cornelius Browne is a Donegal-based art-
ist.

Plein Air

ARTISTS’ BOOKS ARE the ideal medium for 
the collaborative process. They cultivate an 
experimental interfolding of concept, material 
and visual language in a form that is familiar 
yet open-ended. Parallel Studies is the fruition 
of a two-year collaboration between artist Éilís 
Murphy and poet Grace Wilentz. Published by 
Folded Leaf, Éilís’s publishing press, this artist’s 
book plays with the form of visual poetry, artic-
ulating paper to create meditative spaces within 
its structure. The book is an alternative accor-
dion, divided into three foldout sections with 
a pocket and bookmark at the back. A limited 
edition of 75 was hand-bound and signed by the 
duo.

The collaboration began as a playful experi-
mentation in which we posted snippets of work, 
in both 2D and 3D, to each other. There were 
no constraints on form or material, and no pres-
sure to respond immediately. When a package 
arrived on the doorstep, it served as a stimulat-
ing interruption to other work, causing you to 
stop and pause, steering your mind and creative 
work in new directions. 

We gave ourselves time to discover and 
respond to each other’s work, building upon it, 
rather than starting afresh. Over time, we creat-
ed a collection of small sculptures, prints, draw-
ings and texts, with several dominant themes 
emerging. Towards the end of 2019, we met for 
a three-day workshop in Éilís’ studio in the Bur-
ren. We had no set idea of what the outcome 
would be; it was an exercise in being present and 
setting aside preconceived ideas. We began by 
discussing common strands that had unfolded 
through the postal exchange: time stretched or 
stopping, the shape of deltas and slowing the 
body. 

Using these as starting points, we ventured 
outdoors, documenting our surroundings and 
then used these explorations to further guide 
our editorial process. We discussed which poems 
and artworks resonated with us both, expand-
ing our body of collaborative work, rather than 
editing back or reducing. This sense of collabo-
rative ownership was essential to this project and 
subverts the traditional editor/author roles often 
found in publishing. It allowed us to use tech-
niques and formats that work for us, rather than 

what is traditionally expected. This is just one of 
the many freedoms that comes with setting up 
your own publishing press.

The remainder of the collaborative workshop 
was spent creating mock-ups of the book – play-
ing with structure, texture, paper and text; select-
ing materials in order to translate an idea fur-
ther, more slowly. Parallel Studies contains four 
types of paper: a slate-grey card, yellow carbon 
paper, a rough white paper and a heavy translu-
cent paper, each bringing its own tactile quality 
to this artist’s book. For instance, we chose the 
yellow carbon paper in the knowledge that it 
gets marked by use over time, leaving traces of 
both the makers and previous readers, playing 
on our theme of time slowing down. 

Following the workshop, Éilís designed and 
laid out the book, creating a minimalist riso-
graph cover which helps mediate the book as a 
space for reflection, pulling readers back into the 
form, creating a flow of energy through the book. 
Once the flat sheets were back from the printers, 
we met up again to hand-bind the books togeth-
er. Binding books by hand is a very meditative 
process with lots of time for contemplation and 
conversation. We used this time as an opportu-
nity to plan the launch of Parallel Studies. 

The launch took place at the beginning of 
September 2020, bringing people together for 
a brief moment between lockdowns. We host-
ed a bookmaking and creative writing workshop 
which took place entirely outdoors in the envi-
rons of the XPO, a creative and cultural space 
in Kilnaboy, County Clare. The 12 participants 
sat under a huge sycamore tree and created their 
own handmade book, facilitated by Éilís. We 
then went on a walk led by Grace, incorporating 
writing exercises at several junctures, immersing 
ourselves in absorbing and creating, filling our 
books as we went. Our limited-edition book was 
well received and has now sold out. The project 
was kindly funded by The Arts Council of Ire-
land and Clare County Council.

Grace Wilentz is a poet and writer based in 
The Liberties of Dublin. gracewilentz.com
Éilís Murphy is a visual artists and book-
binder living in Corofin, Co. Clare.
eilismurphy.com

Publishing

Parallel Studies

GRACE WILENTZ AND ÉILÍS MURPHY DISCUSS THEIR TWO-YEAR 
COLLABORATION, RESULTING IN AN ARTIST’S BOOK.

Grace Wilentz and Éilís Murphy, Parallel Studies, 2020, published by folded leaf; image courtesy the artists.

Cornnelius Browne, ‘Crossing a Field Near the Sea’, 2021
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Artists & Brexit 
VAI NI MANAGER ROB HILKEN COLLATES SOME KEY INFORMATION FOR ARTISTS 
BASED IN EITHER NORTHERN IRELAND OR THE REPUBLIC OF IRELAND.

NOW THAT THE UK is no longer in the European Union 
(EU), there are new rules and regulations to understand. The 
most important change is in the use of Economic Operators’ 
Registration and Identification (EORI) numbers.

If you are a trader who imports or exports goods into or 
out of the EU, you will need an EORI number. This number 
is valid throughout the EU. It is used as a common reference 
number for interactions with the customs authorities in any 
Member State.

The biggest change, as a result of Brexit, is that EORI 
numbers are required for shipping between locations any-
where on the island of Ireland and Great Britain (England, 
Scotland and Wales).

ARTISTS BASED IN THE REPUBLIC OF IRELAND
Comprehensive information on trading with the UK can be 
found on GOV.ie 

Information on the temporary admission of goods for 
exhibitions can be found on Revenue.ie 

Moving goods between Ireland and Northern Ireland
Moving goods between Ireland and Northern Ireland is 

not currently subject to the same restrictions as to the rest of 
the UK. No additional paperwork is required, and shipping is 
not subject to customs clearance.

Regulations for trade and shipping between Ireland and 
Northern Ireland is covered in the Brexit agreement by the 
Northern Ireland Protocol, which is intended to make trade 
within the island of Ireland smoother. 

The NI Protocol will last until the end of 2024, when it 
needs to be renewed in order for it to stay in place. Without 
an extension of the NI Protocol or similar legislation after 
2024, there may be significant barriers to trade and shipping. 
Find out more about trading with Northern Ireland on Rev-
enue.ie 

Moving goods between Ireland and Great Britain 
(England, Scotland and Wales) – Practical steps you 
can take (from GOV.ie):

If you trade with the UK, there are steps outlined below 
that you can take now to ensure that any potential disruptions 
to your business are reduced:

• Look at your supply chain (including raw ingredi-
ents) and assess how it will be impacted. 

• Get a customs registration number, which is called 
an Economic Operators Registration and Identifi-
cation (EORI) number. This is a common reference 
number for interactions with customs authorities in 
EU Member States and is valid throughout the EU. 
You can get an EORI number using Revenue’s online 
services section.

• Make sure you understand the customs rules, proce-
dures and obligations that will apply to you and your 
trade with and through Great Britain from 1 January 
2021. This includes classifying the goods that you 
import or export for customs purposes. You should 
also consider the implications of Rules of Origin, 
on your exports and imports. Businesses can sign up 
for Enterprise Ireland’s Customs Insights; this short 
online programme aims to give businesses a good 
understanding of the key customs concepts, docu-
mentation and processes required to succeed after 
the transition period.

• Check if your products are transported using wood 
packaging or pallets and, if so, ensure that the wood 
is International Standard for Phytosanitary Measure 
No. 15 (ISPM15) compliant.

• Decide how you will handle your customs formalities. 
These can be managed in-house or you can engage a 
customs, agent, courier, or art handler to act on your 
behalf. Either option requires planning and time.

• Talk to the business that moves your goods for you, 
as they will need new information from you to avoid 
delays in moving goods to and through Great Brit-
ain. Incomplete or inaccurate information will lead to 

delays, which could cost you money.
• You may have to pay import duties (customs duty, 

VAT and excise) when you bring goods in from GB. 
Plan for this from a cashflow point of view. Please 
note that customs duties must be paid at the point of 
entry for goods to be released, unless you have been 
approved for a simplified customs procedure or have 
a deferred payment authorisation in place. Likewise, 
for those exporting goods to GB, these may become 
subject to customs formalities on importation in 
Britain. You are advised to contact the UK’s Revenue 
and Customs authority, HMRC, for further detail.

• Engage with any trade representative body of which 
you are a member. They can assist you in preparing 
for Brexit.

• Contact your local Chamber for information on 
Incoterms, an internationally recognised set of rules 
that are used in international and domestic contracts 
for the sale of goods, developed and maintained 
through the International Chamber of Commerce.

Customs Declarations:
• All goods being shipped to GB will require a cus-

toms/export declaration (CN23) form to be filled 
out.

• These will be filled out at the point of shipping, either 
at your local post office or with your courier.

• Goods may be subject to import duties that will be 
payable by the person receiving them.

• More information on customs procedures for trading 
with GB can be found on Revenue.ie.

VAT
Goods: For traders who may have VAT liabilities in the UK 
after the transition period. Check to see if you need to reg-
ister for VAT in the UK or another EU Member State as a 
result of changes e.g. if you previously used the Mini One 
Stop Shop to pay VAT due in the UK, you will now need to 
register for VAT in the UK.

ARTISTS BASED IN NORTHERN IRELAND
This advice is for artists based in Northern Ireland who will 
be moving goods in or out of Northern Ireland after 1 Jan-
uary 2021. For broad information on trading and moving 
goods in and out of Northern Ireland, and for information 
on the temporary admission of goods for exhibitions, visit 
GOV.uk.

Moving goods between Northern Ireland and the EU 
(including Ireland)

Moving goods between Northern Ireland and the EU is 
not currently subject to the same restrictions as to the rest of 
the UK. No additional paperwork is required, and shipping is 
not subject to customs clearance.

Regulations for trade and shipping between the EU and 
Northern Ireland is covered in the Brexit agreement by the 
Northern Ireland Protocol, which is intended to make trade 
within the island of Ireland smoother. 

Moving goods between Northern Ireland and Great 
Britain (England, Scotland and Wales)

You will need an XI EORI number to move goods between 
Northern Ireland and Great Britain. See information below 
about obtaining an XI EORI number.

Trader Support Service
If you move goods between Great Britain and Northern 

Ireland the Trader Support Service will guide you through 
any changes, due to the implementation of the Northern Ire-
land Protocol.
Economic Operators’ Registration and Identification 
(EORI) numbers (from GOV.uk)

You need an EORI number that starts with XI to:
• move goods between Northern Ireland and non-EU 

countries (including Great Britain)
• make a declaration in Northern Ireland.
• get a customs decision in Northern Ireland.
To get an EORI number that starts with XI, you must 

already have an EORI number that starts with GB.

If you already have an EORI number from an EU coun-
try:

You do not need an EORI number starting with XI. You 
may still need an EORI number starting with GB to use 
some UK customs systems. If you’re established in Northern 
Ireland, you should use an EORI number starting with XI, 
instead of an EORI number from an EU country.

If you already have an EORI number starting with GB: 
You need to apply for an EORI number that starts with XI 

if you have not already received one from HMRC in the post. 
It takes 5 to 10 minutes to apply. You will get your EORI 
number that starts with XI within 4 working days.

If you do not have an EORI number starting with GB:
You can apply for an EORI number that starts with GB 

and one that starts with XI at the same time. You will get your 
EORI number that starts with XI within 4 working days.

Moving goods between Great Britain and Northern 
Ireland:

Sign up for the Trader Support Service to get advice on 
EORI numbers and moving goods between Great Britain 
and Northern Ireland. The service is free if you trade with 
Northern Ireland. To apply, you need your:

• VAT number and effective date of registration (if 
you’re VAT registered) – these are on your VAT reg-
istration certificate.

• National Insurance number – if you’re an individual 
or a sole trader.

• Unique Taxpayer Reference (UTR) – find your UTR 
if you do not know it.

• Business start date and Standard Industrial Clas-
sification (SIC) code – these are in the Companies 
House register.

• Government Gateway user ID and password.

If you need a Government Gateway user ID, use either:
• the one for your business or organisation.
• your own, if you’re applying as an individual.
If you do not already have a user ID, you’ll be able to create 

one when you apply.

Applying for an EORI number
It takes 5 to 10 minutes to apply for an EORI number. 

You’ll get it either straight away, or within 5 working days (if 
HMRC needs to make more checks).

You can check the status of an application you have already 
made. You may have to wait 48 hours to use your EORI num-
ber for customs declarations in the Customs Handling of 
Import and Export Freight (CHIEF) system.

Forgotten or lost EORI number – You can contact the 
EORI team online.

Other problems getting an EORI number – You can con-
tact the EORI team online or by phone. Telephone: 0300 
322 7067, Monday to Friday, 08:00 to 18:00 (closed bank 
holidays).

• EORI Numbers: gov.uk/eori
• Contact the EORI team: tax.service.gov.uk 
• Trader Support Service: tradersupportservice.co.uk 



South County Dublin

We are artists. We are performers!
Niamh Hannaford
Visual Artist

PLACE INTRINSICALLY BECOMES a part of 
who you are, as it is where you are. Whether a 
geographical or an ideological position, it is in 
fact a position or placement from which we 
must, ourselves, grow. Place is the instigator of 
all things.

My place is, and has long been, South Coun-
ty Dublin. I have evolved here. I see my face in 
passers-by and make a tidy bed in shared gestur-
al norms. I was not born in Ireland – my fami-
ly moved here when I was still a child – but as 
this young child, from far away with a foreign 
accent, I proudly declared: I am Irish. Being 
Irish is something I have always felt strongly. In 
my bones.

Strangely, I do not, yet, feel comfortable here. 
A feeling that I am sure does not link itself to 
our cobbled streets or the tempered light that 
laps softly on the broken waters of the canal. 
There is a history here. Sin and guilt has been 
laid upon us, generation after generation. There 
was oppression. There was, and still is, a great 
sense of shame.  It reverberates through our 
society. The notions. 

In my life I have lived in sixteen houses. Elev-
en of which have been in Ireland and of those 
eleven, all but one have been within the same 
six-kilometres-square of South County Dublin. 
I have developed here. I am expanding. Slow-
ly filling the cracks in the pavements where the 
ferns grow. I am being moulded in the likeness 
of my ancestors. I have been formed by both my 
history and the history of this place. 

I have sat for many years on the pale pink 
pucker of soft concrete edges. I have explored 
the myriad of lanes – our grand bazaar and 
second city. Great poets are baked into the red 
bricks, so familiar, they comfort me. I quiver in 
the shadows of their bronze statues and repeat 
the mantra: “We are artists. We are performers!”

I watch the tall reeds dance in the summer 
sunlight, romantically reminiscent of Holly-
wood’s Arkansas. I dream of a place. Not here. 
Another place. A place without shame.  

I wish to exploit the idea of shame with my 
art work. That one should feel a sense of shame. 

My practice is consumed by the documenta-
tion of my personal growth. Subjects discussed 
in my work surround mental health and derive 
from the constant dialogue one engages in with 
oneself. I make public aspects of my private self, 
so that people can find common ground with 
their own experiences. I do this to encourage 
good communication as an aid to better mental 
health. To see and feel a comparison with others 
can validate one’s own struggles. 

Images of ‘the ideal’ are gratuitously poured 
into our psyche through a non-stop, nonsensi-
cal barrage of various media. My mind streams 
with ideas. Scrawled erratically on old enve-
lopes and receipts strewn around the confusion 
of my Harold’s Cross Studio. I am confronting, 
through my artwork, my inability to see myself 
as anything positive without recoiling in disbe-
lief at my own arrogance. 

If you fake a smile long enough it will become 
real. To think, even for a fleeting gasp that I hold 
a positive thought to my body makes me revel 
in the delicious, sticky honey of hope. Believe 
what your pencil draws – you can see it, mea-
sured and marked on a grid. One fragile box at a 
time. I acknowledge myself, my place, this place, 
through self-portraiture. I show my emotions in 
staged paintings, without shame. My paintings 
are shame free. I openly stare at my disgust and 
say proudly: “Not today, fucker.” 

I look towards the aforementioned scrawl, 
on my studio floor… strangely timed sentences, 
that give sense to a feeling, scattered, but togeth-
er forming a pungent odour – shame. These sen-
tences are developed into a multifaceted practice 
encompassing painting, spoken word and object 
making. 

Like many, I struggle with the completion 
of work that has no – yet outlined – destination 
or place of its own. I am currently working on 
the expansion of my latest painting, completed 
during the first quarantine: What (?) folly. This. It 
is an exploration of my feelings towards the per-
ceived value of the arts in society, and by proxy 
an evaluation of my own significance as an artist. 
niamhhannaford.com

Niamh Hannaford, .. however, fragile .. 2018, pencil, acrylic paint, spray paint and glitter, image courtesy of the artist. 

Building Community in Harold’s Cross

Eoin Mac Lochlainn
Visual Artist

I’VE BEEN WORRIED about the Climate Crisis 
for a long time. My last exhibition, ‘Deireadh 
Fómhair’ at the Olivier Cornet Gallery (21 
October – 2 December 2018) referred to it but, 
of course, worrying doesn’t solve anything. It was 
only when I got involved locally that I began to 
see a way forward.

The Harold’s Cross Community Festival, 
which seeks to engage the local population and 
to ‘build community’ in the area, has been devel-
oping and growing for over ten years. From the 
beginning it was envisaged that the arts would 
play a fundamental role in this endeavour and, 
while it was clear how our local poets, writers, 
musicians and dancers could take part in the 
open-air festivities, it was not so easy to include 
visual artists in a meaningful way.  

During the early years, the main events 
attracted large crowds into Harold’s Cross Park, 
which is quite a small park. It meant that our 
‘Sculpture in the Park’ event was overrun and 
largely overlooked. We felt that we needed an 
indoor space to showcase the work of local visu-
al artists. We created pop-up galleries in vacant 
shops and organised various group and solo 
shows over the years. These included emerging 
artists such as Jane Fogarty, Sheila Flaherty, 
David Gleeson and many others. 

The centenary of the Easter Rising in 2016 
was a special year for the festival because Har-
old’s Cross is mentioned in several historical 
references to the Rising. For instance, on Good 
Friday 1916, there was an unusually high atten-
dance at the religious ceremonies in the church 
of Mount Argus, and a high proportion of 
young men wanting to go to Confession. Pat-
rick Pearse and his brother Willie were among 
the attendees, as was Joseph Mary Plunkett. 
Larkfield, the Plunkett family estate, which was 
used by the Volunteers for training, was just up 
the road. The Pearse family was well acquaint-
ed with Mount Argus Monastery and they had 
produced fine stone sculptures for the church. In 
a witness statement by Fr. Eugene Nevin CP, he 
reports that on one occasion, he asked Patrick 
when they were going to swap their hurly sticks 
for real guns, Patrick apparently grinned and 
replied: “it might be sooner than you think”.

For the festival in 2016, I curated a group 

exhibition in the old monastery, entitled ‘Ris-
ing’. It included works by Nuala Ní Fhlathúin, 
Lorcan Walshe, Ricí Ní Chléirigh and myself. 
It was officially opened by the local poet, Cath-
erine Ann Cullen, who read a specially written 
poem for the occasion. Another exhibition of 
note was one by the Dublin Sketchers in 2019. 
Urban Sketchers is an international community 
of artists who like to draw on location in cities 
around the world. Before the COVID-19 pan-
demic, the Dublin Sketchers would get together 
every Sunday to sketch and then go for a drink 
and a chat. We invited them to Harold’s Cross, 
and they returned several times to sketch in the 
area. Although some of them simply sat in the 
cafés sipping skinny lattes and getting sticky 
fingerprints all over their sketchpads, we ended 
up with a very interesting exhibition of artists’ 
sketch books, which was opened during the fes-
tival by Lyric FM’s Ellen Cranitch.

Perhaps the most important project to pro-
mote ‘building community’ was the establish-
ment of HX Grow in 2020. This was a group 
that got together initially to grow and share 
vegetables. Every household in the community 
has a garden, balcony, windowsill, or container 
even, where all sorts of plants can be grown for 
pleasure or for food. With the support of Dublin 
City Council, we began to build a ‘hub’ to sup-
port the blossoming community of growers here. 
Ní neart go cur le chéile.  

It has been a wonderful vehicle to bring peo-
ple together (while apart) during the pandem-
ic. Whilst the idea was to provide a knowledge 
centre to support each other in planting, tend-
ing and harvesting our own fresh produce, it 
has done much more than that. It has uplifted 
the community, brought a new awareness of our 
place on this wounded planet, reminding us of 
our interconnectedness and bringing new hope 
in these uncertain times.

For me as an artist, these activities have 
broadened my horizons and enriched my art 
practice. To quote from The Re-enchantment of 
Art by Suzi Gablik: “The great collective proj-
ect has presented itself – it is that of saving the 
Earth.” 

emacl.wordpress.com

Eoin Mac Lochlainn, Installing ‘Deireadh Fómhair’ at the Olivier Cornet Gallery, 2018, photo by Olivier Cornet, courtesy of 
the artist.
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Rua Red

Maolíosa Boyle
Executive Director

RUA RED SOUTH Dublin Arts Centre is a con-
temporary art space housing two galleries, a the-
atre and screening space, a dance studio, a con-
ference room, recording facilities, music rooms, 
workshop areas, artist’s studios, office space and 
a café. It opened in 2009 after an investment of 
10 million from South Dublin County Coun-
cil. It is one of the largest multi-disciplinary arts 
centres in Ireland.

Rua Red exhibits the work of established 
Irish and international artists who are commit-
ted to producing work within a socio-political 
framework. Over the last three years, artists 
who have exhibited as part of the programme 
include Franko B, Kendell Geers, kennardphil-
lipps, Democracia, Santiago Sierra and Andrei 
Molodkin. The education programme at Rua 
Red also reflects the organisation’s focus on 
people, politics and place through a challenging 
programme of events, workshops, screenings 
and performances that allow audiences and visi-
tors to actively engage with the exhibitions.

In addition to Rua Red’s programme, the 
organisation also houses and works along-
side several independent creative organisations 
and individuals through the provision of office 
spaces. Rua Red provides artist studios, which 
practising artists can hire at a subsidised rate 
for one to three years; current studio artists are 
Jesse Jones, Ella Bertilsson, Rachel Fallon, Sonia 
Shiel and John Conway.

Due to COVID-19 level 5 government 
restrictions, the gallery is currently closed to the 
public. However, the current exhibition, ‘Hind-
sight is 2020’, is available to view online through 
the Rua Red website (ruared.ie). Launching this 
summer at Rua Red, the Magdalene Series is a 
programme of exhibitions, interventions, perfor-
mances and events curated by Rua Red Director 
and Curator Maolíosa Boyle and features five of 
Ireland’s leading artists: Amanda Coogan, Alice 
Maher, Rachel Fallon, Jesse Jones and Grace 
Dyas. Rua Red commissioned the five artists to 
research and produce new work in response to 
Mary Magdalene. 

The Magdalene series will explore Mary 
Magdalene’s associations with the incarceration 
and institutionalisation of women and other 
themes such as forced labour, morality, shame, 
reparation and penitence. The series will propose 
a new world, uncurbed by religious, political or 

societal doctrine, a world led by the experience 
of Magdalene and viewed through the lens of 
contemporary feminism and feminist theology.

Mary Magdalene has been a subject of fasci-
nation and curiosity throughout history. She is a 
binary creation: conflicted and mysterious, noble 
and humble, strong yet morally weak, beautiful 
and haggard, passionate yet penitent, erotic and 
unreserved, reclusive and solitary. The Magda-
lene is the earthly, carnal and sensual counterpart 
to the celestial Virgin. She embodies humanity 
and humility – she sweats, cries and bleeds. 

The Magdalene Series is the culmination of a 
three-year collaboration between the artists and 
curator. The process has included input from 
theologians, academics and researchers. Writers 
such as Sinead Gleeson, Silvia Federici and Kate 
Antosik Parsons are working with the artists 
to create a series of essays and responses to the 
work. A publication, to be launched at the end of 
the series, will contain these texts.

As part of Rua Red’s active research space, 
several academics and feminist theologians 
will deliver lectures on key themes in the art-
ists’ work. These lectures will form part of the 
Magdalene Series educational resource archive, 
which will be available for audiences on the Rua 
Red website.

In the first of these lectures, taking place 
in February, Harvard-trained theologian and 
author, Meggan Watterson (Mary Magdalene 
Revealed: The First Apostle, Her Feminist Gospel 
& The Christianity We Haven’t Tried Yet, 2019) 
will discuss her pilgrimage to Mary Magdalene’s 
cave in Aix-en-Provence, France. This will be 
followed by a lecture in March from Professor 
Siobhán Garrigan (Loyola Chair of Theology, 
Head of School, Religions, Peace Studies and 
Theology, Trinity College Dublin) on Mary 
Magdalene as binary creation, feminist ritual 
groups, symbolism in religious imagery, peni-
tence and reliquaries. Further lectures and events 
will be announced on Rua Red’s website and 
social media platforms. 

The first exhibition, ‘They come then, the 
birds’ by Amanda Coogan, will be launched in 
May/June (subject to COVID-19 government 
restrictions). Exhibitions by Alice Maher and 
Rachel Fallon, Jesse Jones and Grace Dyas will 
follow into 2022.
ruared.ie

Amanda Coogan, They come then, the birds, Magdalene Series at Rua Red; photograph by Ciara Mc Mullan, courtesy 
Rua Red.

Feelings of Nostalgia

Clodagh Emoe
Visual Artist

I AM LOOKING at an image on The Model’s 
website for ‘The Body Electric’, a group exhi-
bition which opened last October and is cur-
rently closed (themodel.ie). It’s a photograph of 
a group of people gathered closely together in 
a dimly lit space. The physical intimacy in the 
shot has evoked waves of nostalgia for reasons 
I have never felt. Crowded together, their bod-
ies touching, these protagonists have struck me 
again. They are completely unaware of what 
their closeness means to me now, today. The 
image is a still from my film, We Are and Are Not 
(2015), commissioned by The Model. I wanted 
to create a film installation that would question 
the status of the ‘viewer’ – someone entering the 
gallery would be confronted by a silent group, 
purposefully observing them. My motivation 
for making this work was to challenge the dis-
tinction between the self and other. I sought to 
refocus from the individual to the collective and 
perhaps initiate a space to consider our deep 
connection with each other. Reflecting back on 
making this work, my nostalgia becomes mixed 
with thoughts of how meaning is not confined 
to the artwork’s enactment, but how meaning 
unfolds in the making of the work and through 
the connections made. 

Nostalgia increases one’s perceived meaning 
in life and reinforces a sense of social support 
and connectedness. So it makes sense that I’m 
nostalgic, thinking back on making this work, 
working closely with curator Emer McGarry, 
cinematographer Kate McCullough and the Sli-
go Film Society. I’m nostalgic recalling how the 
production of this artwork was dependant on 
the wider Sligo community – including friends 
and artists from Sligo, staff from The Model 
and staff and students of Sligo IT – who I met 
while developing this work and who supported 
this project. I’m nostalgic recalling the group of 
participants who responded to the invitation to 
attend a screening of Jiddu Krishnamurti’s lec-
ture on ‘Observing Ourselves’ and who agreed to 
be filmed while watching the lecture. Although 
this large group seem less imposing on a web 
page than they did projected on the wall of the 
gallery, I believe they have more potency. The 
idea of connectivity seems more palpable now 
in this photographic document of a group who 

came together to participate in an experimental 
event. 

Participation and collaboration inform my 
practice. Recent work, Eternity by the Stars I & II 
(2019), made in collaboration with social geog-
rapher, Dr James Merricks White, is included 
in ‘Periodical Review X’, Pallas Projects’ online 
exhibition (9 December 2020 – 15 February 
2021). This work consists of two films running 
at the same time. Although each black screen 
appears identical, the voiceover reciting ‘things’ 
in each film differs – one list compiled by James 
and the other by me. This work seeks to blur 
the distinction between the self and the other, 
with multiple experiences becoming one voice. 
Commissioned by Maynooth University for 
my solo exhibition, ‘Eternity by the Stars’, this 
work explores how, in losing ourselves, we might 
begin to understand ourselves as connected 
with the world. The exhibition included existing 
works, Mystical Anarchism – a film documenting 
an event staged in a forest at midnight with phi-
losopher Simon Critchley – and a newly com-
missioned film, Wolf documenting the move-
ments of my baby in utero. A public artist’s talk 
was performed by James and I for the opening 
of the exhibition. This exercise in losing myself 
in the context of a live public event was filmed. 
This film, titled Carbon, was also included in the 
exhibition. 

I realise that my tendency towards darkness 
is not to obliterate but to expose. In We Are and 
Are Not, darkness allows us to inhabit the space 
of the other. In Mystical Anarchism I perceive 
darkness enhancing the sense of the collective 
initiated by ritual. In Eternity by the Stars I & II, 
the darkness offers a space to imagine: could this 
be the night sky, the moment before a thought 
arises, or transition from one state to another? 
In Wolf, the darkness surrounding the pregnant 
body highlights the physicality of the other, lay-
ing bare this moment of vulnerability as I am 
unable to control the movements of my own 
body. Still there, the darkness surrounding me 
in Carbon allows me to disappear and reappear 
as another, like crossing a threshold – becoming 
more connected in the moment that I appear 
most alone.
clodaghemoe.com

Clodagh Emoe, Mystical Anarchism, 2009; photograph by Sean Breighthaupt and Yvette Minahan, image courtesy of 
the artist.
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A Collection of Water

Dorota Borowa
Visual Artist

FOR THE LAST four years, I have been explor-
ing the possibilities of painting with water. For 
three of these years, I have also been raising my 
daughter Mika and (re)discovering the world 
with her. She looks at water, like many children, 
with an enviable fascination. Often, we go for a 
stroll in St. Catherine’s Park in Lucan, admiring 
woda, the Polish word for water, which Mika 
uses to point out the River Liffey to me (in case 
I missed it). One shared memory stands out: a 
rare calm day in early November last year, when 
the contrast between the stillness of the trees’ 
autumnal hues and the abstract shimmering 
dance of their reflected colours in the river was 
mesmerising. 

For parents, an artist’s time can become an 
extremely valuable commodity. I had the priv-
ilege of participating in the wonderful Satellite 
Residency in 2018, which was organised by the 
Mothership Project and Cow House Studios. 
I was also very grateful to receive the South 
Dublin County Council Individual Artist Bur-
sary Award in 2019, which was crucial to my 
art practice. The funding meant I could afford 
childcare, and enabled me to reengage with my 
work on a daily basis. The award resulted in a 
video work and the series, ‘Ice Paintings’. This 
in turn led me to running workshops at the Sci-
ence Gallery in Bengaluru, India. My decision to 
move to Ireland eight years ago was a bold step 
but a very rewarding one. Being a member of 
Ormond Studios was amazing in so many ways 
and I will always treasure my residencies at Cill 
Rialaig.

The unpredictability of water mimics my 
child’s world of play, and it is also a perfect 
medium for my conceptually driven art prac-
tice. Instead of painting nature, I want to create 
with nature. I decided a while ago to try to let 
go of my own mark within my painting process, 
to step outside my own subjectivity. The process 
itself has become integral to my practice. This 
approach teaches me humility, openness, atten-
tiveness, mindfulness, patience, determination 
and forgiveness. The unpredictability and limit-
ed control within it position my works between 
accident and design; between acceptance and 
destruction. I assist the water to create the 

image, rather than exerting total control. 
In my early works, I would hit the canvas 

with a cloth dipped in oil paint to try and mimic 
the movements and power of the ocean. Inspired 
by the marks left by the cloth, I began to think 
about natural marks and imprints. I then began 
to invite nature to create patterns on my can-
vases and boards. I expose boards covered with 
wet oil paint to water and let it leave patterns on 
them. I blow bubbles with ink and collect the 
marks left by them on paper. I collect the pat-
terns left by water movements. A vocabulary in 
my work has emerged through the collection of 
water, from various places and in different states, 
including ice, rain and seawater. 

And yet my subjectivity persists. My experi-
ence of loss imprints upon the work through the 
use of abstraction and has limited my colour pal-
ette to different shades of black. For me, water, 
in its ever-changing state, also reflects a com-
mon human obsession with transience. Heracli-
tus said: “No man ever steps in the same river 
twice, for it’s not the same river and he’s not the 
same man.” It became necessary to pay attention 
to time, when exposing the works to rain, and 
thus my pieces became a record of time. This 
series, called ‘Rainy Paintings’, created in Ire-
land has been purchased for the collection of the 
National Museum in Gdansk, Poland. 

Expanding on ideas such as the relativity 
of time and environmental influences, I have 
recently started to incorporate technology. I 
record videos of the melting ice creating patterns 
on my boards and have integrated a system of 
motion sensors which determine the playback 
speed (speeding up or slowing down). Through 
these sensors, the presence and movement of the 
viewer becomes integral to the work. Plans to 
exhibit this piece in deAppendix cultural space 
in Blackrock have been postponed due to the 
pandemic. However, this remains an exciting 
development in my practice which I want to 
explore further.  

dorotaborowa.com

Dorota Borowa, Water Drawing 1 & 2, oil, water, Fabriano paper; image courtesy the artist

A Fallow Spell

Nina McGowan
Visual Artist

I’VE BEEN WORKING in Dublin city for 20 
years, solo and collaboratively with the activist 
art collective, Loitering Theatre. I’ve been lucky 
and have enjoyed seeking out unique places to 
work; the formality, expense and space limita-
tions of studio groups or ‘ready-made’ workspac-
es never appealed to me.

The places I’ve worked out of include: an 
abandoned Victorian train station at Broad-
stone, dubbed ‘Area 51’ as I was constructing 
life-sized spaceships in it at the time; and the 
now demolished Matt Talbot hall – a 1950s era 
showband hall, complete with a sprung dance 
floor and secret trap door in the stage. I worked 
out of two Georgian houses for a decade, where 
a community of artists and musicians lived and 
worked under the heavy icing of Robert West 
stucco. We housed the Pallas Projects gallery 
there on the ground floor. We also had a rehears-
al space for the band, BloodyEnds, upstairs and 
we put a set of decks in the tunnels that ran from 
the back yard under the factory to the rear.

Relying on the cultural resonance of objects 
as key actors in my work, the salvage yard and 
props house, where my last studio was based, 
had a ‘Generation Game’ style conveyor belt 
of items coming in and out, which made for an 
ideal location. My assemblage piece, Pineal Cen-
trifuge Beta, arrived there half formed. As these 
spaces go, the Bailey Gibson yard is a massive 
print works next to the old Johnny Blue Factory 
and awaiting demolition. Shortly before the first 
lockdown, I moved everything out into ‘tempo-
rary’ storage in Inchicore, but I’m doubtful my 
old strategy for hunting down a space will ever 
work again.

I spend a lot of time on a barge in the south 
city centre now, so my practice has been what 
you might call ‘desk-based’; but again, by some 
triumph of fate, the surroundings are as visually 
rich as any I’ve occupied. Many of my friends 
and colleagues left for London, Paris, or went 

‘down the country’. It’s a hard time to make any 
decisions right now, but Dublin had become 
sterile, long before the coronavirus.

The precarious nature of living as an artist 
makes you pretty good at figuring out ways of 
getting the space you need. Chatting to every-
one – shop owners, bus drivers, landlords of 
falling down warehouses nobody else would rent 
– something would eventually turn up, and I 
milked the atmosphere of each, driving it back at 
odd angles into the work. Up until quite recently, 
you could still find corners of Dublin where the 
glitter and dust of the past had built up enough 
that an as-yet-unidentified spore might take a 
risk at branching out for a little while ‘to see 
what happens’. These informal and loose begin-
nings – as opposed to the highly competitive 
state funded spaces, the visible ‘fruiting bodies’ 
of galleries and studios – are critical if new forms 
of practice are to develop.

Like a mycelial network, these spaces once 
existed in the ‘darkness’ of a non-capitalist val-
ue system. Artists’ workplaces are possibly the 
decomposers of the urban biome, simultane-
ously pulling apart and reconfiguring ways to 
exist alongside the dominant infrastructures. In 
recent years though, a monoculture of temporary 
accommodation, hotels and so on, have crowded 
out the possibility of small artist-led incubators 
even being dreamed up.

Physical spaces are deeply important; we 
must value diversity in our city or see an echo 
chamber of similarity irreversibly established. A 
chance meeting, or ‘happening upon’ something 
you might not have expected is now highly 
unlikely. The pandemic is offering the city a fal-
low period. I hope this opportunity to reconsider 
what enriches and nourishes a city won’t be lost.

loiteringtheatre.org

Nina McGowan, Pineal Centrifuge Beta, 2018-19, operating theatre lights, ceramic pinecone, ‘Surveilles.e.s’, installation 
view, Solstice Art Centre; image courtesy of the artist.
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GWEN BURLINGTON DISCUSSES THE WORK OF IRISH ARTIST 
RENÈE HELÈNA BROWNE.

Renèe Helèna Browne, Sacred Disease, 2019, HD video, installation view; image courtesy the artist.

RENÈE HELÈNA BROWNE is a self-described ‘teenage fanboy’. The diverse 
modes of their practice – which include writing, sound, film and sculpture, 
often taking an autobiographical approach – are underpinned by fandom 
as a means of constructing identity. Rooted in writing, their work is also 
about language and how gender and class are inherently inscribed in the 
sounds we utter. Originally from Donegal and currently based in Glasgow, 
Browne has a research-based practice with many institutional ties, hav-
ing just been announced as Talbot Rice Resident Artist with Edinburgh 
College of Art at the University of Edinburgh, and having also been a 
Research Associate with the Centre for Contemporary Art Derry~Lon-
donderry last year. In recent work, Browne adeptly mobilises text, image 
and sound to create montages that persistently reflect on ideas of trans 
embodiment, masculinity and voice. 

Browne’s video essays combine a broad range of filmic devices, creat-
ing multi-layered narratives. A recent moving-image work, Daddy’s Boy 
(2020) – shown at Berwick Film and Media Festival and aemi screenings 
– explores ideas of hegemonic masculinity through collaged video footage 
of Browne’s father, who goes about his business on the family farm with a 
bland acquiescence to the camera’s gaze. Part recorded during lockdown 
in rural Donegal and part assembled from a larger archive Browne had 
unconsciously been building over time, the film is layered with the artist’s 
lyrical voiceover, describing their fascination with the popular film classic, 
Jurassic Park, and in particular, the T-Rex. 

Throughout the film, Browne’s fandom operates as a means of self-cri-
tique. Browne’s queer identification with and adoration of the monstrous 
creature of T-Rex is a vehicle through which the artist is able to reflect 
upon and perform their own (conflicted) gender identity and learned mas-
culinity. As Browne moulds a T-Rex into form with pink and orange plas-
ticine, the object of desire is identified and possessed through this act of 
moulding. Combined with the footage of Browne’s father – a manifesta-
tion of their desire to be the archetypal lone, self-sufficient, unquestioned 
male – fandom becomes a way into trans identification, presenting the 

Teenage Fanboy
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viewer with a portrayal of a desired mode of behaviour; a masculinity 
that is innate and non-performative. Jealousy, desire and idolisation 
operate at a level where these impulses collapse into one another, cre-
ating a collage of trans embodiment.

The use of popular film, music and television references as a means 
to construct identity is used throughout the artist’s practice, not as an 
act of homage but deconstruction. In Sacred Disease (2019), a video 
essay shown as part of Browne’s MFA degree show in Glasgow, the 
artist describes and breaks down a scene from the 90s series, Sex and 
the City, in which the character Samantha gorges on a cookie that 
says, ‘I love you’, making herself ill. In conversation over Zoom from 
Glasgow, Browne confides: “I really feel so deeply affected by fiction. 
I’m really interested in how it operates, the visual mechanics of it and 
breaking those things down.” Making work around the subjects they’re 
enamoured with is a means of being close to the objects of desire that 
Browne can’t access. “Fiction can do so much more than laborious, 
heavy cold theory and has its own voice.”

In A Wall or Bridge Disappears Abruptly at the Hinge (2019), Browne 
utilises fandom as a way of reworking canonised icons, histories and 
objects to reveal what might be missing in more conventional approach-
es. In a text, written about, to and with Eileen Gray and her work Le 
Destin, a four-panel lacquered screen, Browne mines the images of 
the work and its maker. Throughout the text, written towards the end 
of their MFA, a close look at the artwork is interwoven with person-
al narratives and tangential musings, not unlike TJ Clark’s book, The 
sight of Death: An Experiment in Art Writing, published in 2006, which 
Browne cites as a reference point. In conversation, Browne explains 
how they were writing through feeling, rather than writing through 
some pre-structured thoughts: “I found it helpful to do that through 
an artwork that already exists in the world, in an attempt to build a 
subjective viewpoint on something that’s sitting in front of you.”

This loose and experimental approach to form is also seen in earlier 
work, such as Four Scores for the Ear (2018) – a vocal soundscape exper-
iment, aired on Dublin Digital Radio for ‘Sound in Exile’, a curat-
ed programme by Jane Deasy. Here we see Browne’s interest in voice 
surface through abstracted sonic communication – repetition, singing, 
chanting. Love Song to Drake (2018) mines similar territory, an ode to 
the hip-hop artist, where Browne sings and riffs off the lyrics and style 
in an act of fandom, similar to “drawing pictures of Amy Winehouse 
as a teenager.” Browne describes it as a paradoxical act of ‘crush and 
criticism’ in being a fan of Drake and his “clever use of lyrics”, while 
also resisting the identifications expressed in those lyrics, in particular 
his ‘martyrdom’.

With identity formation a common theme in their practice, it is not 
surprising that Browne is interested in accent – a tie to one’s identity, 
similar to race and gender. The power relations and hierarchies of voice 
and accent are more thoroughly explored in Deboned Voices, a five-part 
audio installation of disembodied voices with corresponding seating, 
shown as part of the Edinburgh Art Festival in 2018. Each sound piece 
had a chair chosen specifically for its sonic counterpart. ‘The Queen’s 
English’ was aptly listened to through headphones, in a posture-cor-
recting chair. To Irish ears, this is imbued with a comical pomposity 
and overt poshness that perhaps to British listeners might attenuate 
to a mere accepted authorial voice. This section was juxtaposed with 
the ASMR-esque ‘The Lips Admission’, listened to while sat in a lux-
urious chaise longue and which talks sensuously in headphones about 
being ‘licked and bitten’. The artwork subtly explored sonic tropes and 
the ways in which gender, class and sexuality can be constructed and 
reinforced within the sounds we make, coherent or not.

As described by Joli Jenson, being a fan is “explored in relation 
to the larger question of what it means to desire, cherish, seek, long, 
admire, envy, celebrate, protect, ally with others. Fandom is an aspect 
of how we make sense of the world, in relation to mass media, and 
in relation to our historical, social, cultural location.” Browne per-
forms identifications with and appropriations of their objects of fas-
cination, often through a mode of gender deviance and transgression. 
The artist’s love for and adolescent ‘crush’ on artists, celebrities, films 
and objects, in this sense, serves as a medium for constructing identity 
that transcends traditional understandings and limitations of class or 
gender. Their recent work operates between real and fictional worlds, 
where the inner depths of emotional life are brought to the surface 
and are unravelled for the viewer, questioning what it means to be in a 
body within the world.

Gwen Burlington is a writer based between Wexford and Lon-
don.

Renèe Helèna Browne, Deboned Voices, 2018, five-part audio installation commissioned by Edinburgh Art Festival for Platform; image courtesy the 
artist. 

Renèe Helèna Browne, Love Song to Drake, 2018, audio installation with medical chair; image courtesy the artist.
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MEADHBH MCNUTT INTERVIEWS ARTIST JAN MCCULLOUGH 
ABOUT THE IMMERSIVE TACTILITY OF HER CURRENT 
EXHIBITION AT CCA DERRY~LONDONDERRY. 

Jan McCullough, ‘Tricks of the Trade’, installation view, CCA Derry~Londonderry; image courtesy the artist and CCA.

Meadhbh McNutt: Can you give us a glimpse of the processes behind 
‘Tricks of the Trade’?
Jan McCullough: I have a longstanding fascination with spaces of con-
struction and assembly – industrial sites, workshops, garages and so on. 
During my recent residency at IMMA, I became particularly interested in 
their arrangement and the ad hoc structures created within them. The larg-
er studio at IMMA encouraged a sculptural approach, and when the res-
idency was suspended due to the pandemic restrictions, Peter Mutschler 
and Alissa Kleist were exceptionally kind in providing space and support 
to further develop the project, as part of the PS² Freelands Foundation 
Artist Programme. My process always begins with images. When I’m in a 
smaller space, I make maquettes and project tiny collages on the walls, to 
see what they would look like scaled up. It’s nice to create an immediate, 
large image that can be changed in real time – a kind of 3D collage. 

MM: The installations actually struck me as 3D collage, even while walk-
ing through them. You’ve tapped into home design forums and vision 
board workshops in previous research. Did it feel different to explore a 
space so directly related to your own practice? 
JM: It really did. It was the first time I used my own photographs as a 
starting point for my research. I have an evolving archive of found images 
that I use for notes, collages and preparatory sketches. I’ve always exhib-
ited [my own] photographs as final objects but I had a strong feeling that 
this exhibition wasn’t going to be just a narrative photographic series. I 
wanted to move beyond that to recreate the tactile experience of sculptural 
objects.

I’m interested in the camera as an instrument for dissecting space. I use 
a powerful flash gun which reduces objects to outlines and colour blocks 
and singles out selective details. A lot of the abstract shapes in the show 
come from flash photography collages – the torqued metal and the steel 
and wooden constructions. It’s strange to look back at the source pho-
tographs. I sometimes remember them as though they all belong to the 

Tricks of the Trade 
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same space, even though they were taken in different loca-
tions. The structure in the middle room for example, is based 
on photographs of various workstations, scaffolding and lad-
ders. I noticed, when looking back at the source images, that 
the process of collage had altered my memory of the original 
structures. 

The only photographs in the exhibition make up a trip-
tych from a 2011 series called ‘Garage’, taken years ago in my 
grandfather’s DIY workspace. I held on to those photographs 
because there was something that kept bringing me back 
to them. It wasn’t a sentimental study; it was simply one of 
the first construction spaces that stood out to me. There was 
something intimate and almost childlike about that expe-
rience of walking around those objects. It was like walking 
through somebody’s den and you weren’t sure of the func-
tion of the machinery – things laid out on tables and floors. I 
wanted to reflect that in the work, referencing but ultimately 
moving beyond functionality. 

MM: How did your collaboration with Wendy Erskine on 
the booklet, Instructions for the Assembly of Workspace, come 
about? 
JM: I wanted to provide an abstract response to ‘Tricks of the 
Trade’ that would leave room for viewers to bring their own 
interpretation. The collaboration with Wendy was so nour-
ishing and exciting. We had never met before, but I loved 
Sweet Home (2018), her collection of short stories. There was 
a particular story called Locksmiths that had really stayed with 
me. 

I posted Wendy a package of items so that we could have a 
tactile, collaborative experience. The package contained pho-
tographs, collages and a list of things I had in the studio that 
I had been using as a menu for the project: boiled linseed 
oil, timber battens, plywood off-cuts, gloss paint (eraser pink 
and biro blue), screw boxes... I wanted her to have complete 
creative freedom to do what she wanted with that inventory. 
Her brother has a workshop, and she phoned and asked him 
to describe to her all the things that lay on his desk. She came 
back to me with the text and I loved it. It’s as if you’re being 
dropped into the place; you can almost smell it. 

I’m obviously interested in the instructional quality of 
photography and how it prescribes a certain way of interact-

ing with the space but it’s so great to collaborate with some-
one like Wendy who can take that in a different direction. 
The booklet was funded by Freelands Foundation in London 
and designed by Sean Greer at Nongraphic studio. I knew 
I wanted the text to be a tangible thing for the viewer to 
take home, and for that tangibility to translate in the digital 
version. Sean and I exchanged photos of hardware packaging 
in terms of the colours and fonts, and DIY instruction pam-
phlets for folds. 

MM: What’s next for your practice?
JM: I have just completed a month-long residency with Light 
Work in Syracuse, New York, in partnership with IMMA 
– remotely, due to the lockdown. I was very lucky to go to 
America for a research trip last year. Lockdown struck just 
two days before I was due to fly back to shoot new work. It 
would be great to get back out there but the initial research 
certainly won’t go to waste regardless. I will continue explor-
ing the rituals and rhythms of construction in other locations. 
For me, photographic collage is the most practical way of 
drawing. I’m intrigued by the way the camera reconfigures 
forms. In February, I went completely back to basics and 
dedicated the whole month to sketchbooks. I’ve always made 
photographic sketches and collages but I’ve only recently 
realised how important the process is to the final work. It’s 
maybe best described in gardening terms: you plant the bulbs 
in winter, and they come up as something somewhat unex-
pected six months down the line. 

Meadhbh McNutt is an Irish art writer whose work 
traverses criticism, creative writing and critical the-
ory. 
meadhbhmcnutt.com

Jan McCullough is an artist from Northern Ireland 
working with photography, sculpture and installation.     
janmccullough.co.uk @jan.mccullough

‘Tricks of the Trade’ continues at CCA Derry~Lon-
donderry until 1 May 2021. 
cca-derry-londonderry.org

Jan McCullough, Maquette for Installation, 2021, collaged photographic prints, scrap-
book, paint. Made during Light Work New York Remote Residency 2021 in partnership 
with IMMA; image courtesy the artist. 

Jan McCullough, ‘Tricks of the Trade’, installation view, CCA Derry~Londonderry; image 
courtesy the artist and CCA.

Jan McCullough, ‘Tricks of the Trade’, installation view, CCA Derry~Londonderry; image 
courtesy the artist and CCA.
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Not Yet Saved
MARY FLANAGAN INTERVIEWS ARTIST JO KILLALEA 
ABOUT HER PAINTING PRACTICE.

AMONG THE DEFINING qualities of Jo Killalea’s art is its 
evocation of time and space. Her works draw inspiration 
from the landscape and the social history of her native Mayo 
and are overlaid with a global outlook. A bursary award from 
the Ballinglen Arts Foundation enabled her to spend two 
weeks in residence at their arts centre in Ballycastle, County 
Mayo, in February 2020. There, she began work on the paint-
ings that form her exhibition, ‘not yet saved’. It is entirely fit-
ting that these works will be shown at The Ballinglen Gallery, 
where the paintings are essentially at home. 

Mary Flanagan: Your forthcoming exhibition, ‘not yet 
saved’, addresses the cultural and ecological importance of 
the bog, and its relevance as a metaphor for a disappearing 
way of life. How did you arrive at the title for the exhibition?
Jo Killalea: The exhibition title ‘not yet saved’ has dual ref-
erences, relating to the tension between conflicting rela-
tionships with the bog. On the one hand, it relates to the 
ongoing tradition of turf cutting, and on the other hand, the 
desire for preservation of the bog and all it contains, both 
visible and hidden. The paintings in this exhibition follow on 
directly from the ‘Peatlands’ series of paintings, which reflect 
on the impact of peat extraction on carbon emissions. Those 
paintings have a specific artistic vision, namely, to highlight 
the significant effect of local actions on climate change. My 
recent paintings continue to address that theme, but in a 
much broader context. I strive for a more sensitive reflection 
on the socio-cultural and ecological preciousness of the bog 
as a habitat and a landscape, which contains evidence of our 
heritage and social history, has shaped our identity, and is core 
to our survival in the future. 
   
MF: So, this exhibition may be seen as an elaboration on the 
themes and concerns reflected in your previous paintings? 
JK: There are obvious visual and conceptual similarities 
between the current paintings and the previous series I’ve 
made, especially ‘Peatlands’ (2017-19) and ‘Blighted Lives’ 
(2012-17). They are all inspired by an intense relationship 
with the west of Ireland rural landscape and its history.  The 
colour palette is similar throughout, while the motifs of 
mounds, rows and marks are common across the work. Oth-
er artists, including Joseph Beuys, Patrick Ireland and Willie 
Doherty, who looked to the bog landscape for inspiration, are 
important influences for me. I share their deep appreciation 
of the uniqueness and complexity of place and its impact on 
memory and identity. While my own paintings overtly reflect 
on the bog, the references are abstracted and filtered through 
my social, political and environmental concerns using a dis-
tinctive imagery. 

MF: I am interested in exploring the motifs and patterns 
that recur in your paintings – can you tell me about their sig-
nificance? 
JK: I use motifs such as mounds, rows of parallel lines, rect-
angles, short strokes, and circles across all of my paintings. 
These motifs help me to convey certain information and 
meaning depending on the context. All have their origin in 
the rural landscape and in farming traditions. The mound 
above ground is a symbol of preservation and represents three 
items that Irish farmers were dependent upon for survival, up 
to the mid-20th century. Harvested potatoes were stored for 
the winter in the traditional earth mounded potato pits; turf 
was stored in a reek or rick beside the house as a source of fuel 
for cooking and heat; hay, as winter fodder for livestock, was 
piled from rows into a haystack and conserved for the winter. 
The mound also has roots in funerary traditions around the 
world. In my painting, kinship, I use it as a kind of cenotaph 
in memory of people who met their deaths in the bog during 
the famine, and also to remember the ancient bog bodies.

I started using rows as abstracted representations of lazy 

beds in my famine paintings. I have continued to use them 
in my recent work, for example, laid out, because they repre-
sent the orderly ways crops are planted and harvested. I use 
marks, lines and circles to indicate various objects and forms 
in the landscape or to illustrate numerical facts about an issue. 
Sometimes the marks are drawn with paint, as in endangered, 
where they represent the extraction of a valuable resource 
from the earth. Other times they are made by scratching onto 
the layer of wet paint, as in the painting céide fields 3. Here, the 
marks can be viewed as a symbol of widespread turfcutting on 
the blanket bog.

MF: Can you outline your approach to making a particular 
painting?
JK: Before making any work, I carry out preliminary research. 
This includes reading, exploring locations, making sketches, 
taking photographs, and gathering stories. Then I make lots 
of small works on paper or in sketchbooks before moving on 
to painting. I start by covering the prepared canvas or board, 
using a coat of burnt sienna or orange. Then I start painting, 
using a limited palette of earth colours. I don’t over think or 
plan too much ahead, which can yield mixed results. Some-
times a painting gets finished very quickly and I can hardly 
remember making it. But often it needs reworking over a 
long period of time and can be abandoned for a while before 
I eventually get inspired and suddenly it’s finished. I work 
mostly in oils on canvas or board, using Williamsburg paints. 
I use mixed media and tend to be freer and more experimen-
tal when working on paper.

MF: It would seem that much of your own lived experience 
goes into your work, and that your social and political values 
are in evidence. 
JK: I agree that much of my lived experience is reflected in my 
work. I grew up on a farm, and have a professional background 
in natural science, social justice, development and education, 
in both east Africa and in Ireland. My paintings are informed 

by these experiences and lead me to include social critique in 
my work. It’s important to me that my paintings reflect con-
temporary issues, but the painterly aspect is highly important 
too. I try to go some way towards reconciling political signif-
icance and aesthetic beauty. 

MF: The American poet, Louise Glück, said that “the dream 
of art is not to assert what is already known but to illuminate 
what has been hidden.”  Do you agree?
JK: The reference to ‘illuminating what is hidden’ is apt 
because through my paintings, I aim indirectly to expose or 
reveal something, especially the interconnections between 
local and global experience. For example, the first paintings I 
made on the residency in Ballinglen were of the nearby Céide 
Fields, the oldest known field system of farming in the world 
which dates back over 6,000 years. When the climate became 
much wetter, the farms had to be abandoned and people’s 
livelihoods were destroyed. Over time, the fields were bur-
ied under a blanket of peat. This shows the historical impact 
of climate change on the land and on livelihoods locally. In 
the same way today, with climate unpredictability increasing 
globally, many subsistence farming communities worldwide 
are unable to adapt and survive and are migrating in search 
of a more sustainable future. This is one of the connections 
I try to ‘illuminate’ through my paintings in the exhibition, 
‘not yet saved’. 

Jo Killalea is an artist based in County Mayo. Her exhi-
bition, ‘not yet saved’, will open at Ballinglen Gallery in 
June 2021. 
jokillalea.com

Mary Flanagan is a graduate of the MA ACW pro-
gramme at NCAD. Among her current interests is the 
life and art of James Coleman. 

Jo Killalea, endangered, 2020, oil on canvas; image courtesy the artist. 
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Phil Collins, Bring Down The Walls,colour, sound; 88 min.; photograph by Mel D. Cole, courtesy Shady Lane Productions. 
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‘Irish Short Reel Series’
Contemporary Irish Arts Centre, Los Angeles 
1 – 21 January 2021

EVERY TIME I experience the studio-per-
fect presentation of the BBC, juxtaposed with 
the grainy overexposure of a webcam, I move 
between spaces. The degrees of image quality in 
broadcasting, Zoom meetings and home school-
ing have become a textured terrain: time no lon-
ger runs parallel to escalating visual presentation 
(HD, UHD, 4K) but to spatial distribution. This 
prompts me to reconsider moving-image art less 
as a flat image, and more as a visual space where 
I need to position myself. The ‘Irish Short Reel 
Series’ is the second film series to be streamed 
from the Contemporary Irish Arts Centre in 
Los Angeles (CIACLA). This year’s online 
screening programme – curated by Matthew 
Nevin, Ciara Scanlan, Jenny Minniti Shippey 
and Jenn McGuirk – features 21 short films 
from Irish filmmakers. 

Hazardous Materials, directed by Brian 
O’Brien, at first seems a product of COVID-19, 
opening with a woman jogging alone by a des-
olate seaside promenade in makeshift Hazmat 
gear, comprising white painting overalls and 
plastic goggles. But Nora (Molly O’Mahony) 
isn’t in lockdown; she goes to work, where col-
leagues mingle without limitation, yet regards 
them with both dread and desire. Nora is in a 
lockdown of one: living alone in a bedsit with 
plastic sheets covering the doors, compulsively 
governing her life through sticky-notes: “Before 
you leave: Keys / Purse / Phone / Meds” or “Talk 
to at least ONE person a day.” A co-worker, 
Rachel (Carla Keeney), coaxes Nora to a house 
party, but the encounter proves traumatic when 
her flimsy suit begins to rip and tear. Nora 
makes the human connection she craves only 
when Rachel stops trying to get her out of her 
protective gear, but rather helps her to repair it.

Hazardous Materials is not a product of ‘the 
pandemic’, but of 2018. However, its inclu-
sion cannot be ignorant of its relevance today, 
and our viewership is irrevocably altered from 
what it might have originally been. Once, we 
would have viewed wearing protective clothing 
in public as anti-social, but now our viewing is 
foregrounded by an experience that recognises 
empathy and social responsibility.

It becomes apparent that Nora’s Hazmat suit 
is symbolic – it isn’t really there. Among the nat-
uralism of the photography, and sound design 
(emphasising the quotidian hissing of the office 
and faraway traffic), Nora’s suit is an alien pres-

ence that does not belong. It is an artefact, a 
device interpolated into the film to describe the 
unobservable mental pathology of a person who 
is trying to remain safe.

Mental health is addressed in a more consis-
tent dramatic form in Dam, directed by Conan 
McIvor, which depicts two teenage boys (Conor 
Doran and Cillian Lenaghan) visiting a remote 
reservoir, fuelled by a carryout. The conversation 
is stunted and evasive, in the way that male con-
versations often are, but reveals in short bursts 
what has brought them here: the recent suicide 
of a mutual friend. “Is it catchin’?” remarks one, 
introducing an ominous fatalism that drives 
toward the later suggestion: “Maybe Enda had 
the right idea.” As they drink more, one notic-
es his friends’ intent lurching over the precipice 
of the dam, grabs him by the hand and throws 
him back to safety. “Wish we were made a’ con-
crete”, he says, as he sits still, holding the hand 
that saved him. Dam moves from a portrayal 
of the emotional concealment of young men 
in our culture, to the dam figuratively bursting, 

enabling them to confide in each other in the 
privacy afforded by a concrete landscape.

In Gustav, directed by Ken Williams and 
Denis Fitzpatrick, a man struggles with a song 
he just can’t get out of his head. Will (Sean T. 
O’Meallaigh) falls asleep with the first few 
bars of Amhrán na bhFiann (the Irish national 
anthem) playing at the close of the television 
station and wakes up the next day with a myste-
rious tune in his head. Will’s boss overhears his 
idle humming and identifies the song as Jupiter, 
from The Planets by British composer, Gustav 
Holst, remarking that “it’s good to see somebody 
appreciating culture”, leading Will to take pride 
in his inexplicable refinement. Unable to sleep 
that night, he faces himself in the bathroom 
mirror hearing a disembodied voice, ‘Gustav’, 
speaking to him, and the escalating music begins 
to drown out his own thoughts. He attempts to 
physically force Gustav ‘out’ of his head, through 
washing, inserting Q-tips into his ears, shower-
ing, then screaming.

Will manically sings aloud the main chorus 

of Amhrán na bhFiann, and at completion, the 
music stops. This cathartic event is previewed 
earlier, when Will is shown holding a magazine, 
entitled ‘Delayed Gratification’, suggesting that 
it is the anthem that has somehow tormented 
him. Will is freed and the couple return to bed, 
bringing the film to a close, as Will’s partner 
begins to hear the tyrannous Gustav herself.

Is the logic of Gustav like that of Dam, con-
tained within the spectacle itself, internally con-
sistent? Or does the seemingly gratuitous device 
of Will’s hallucination jumping to his partner, 
instruct us to disbelieve and investigate? If it is 
the former, it trips over itself by carelessly squan-
dering a portrait of a psychotic episode. I choose 
to see a metaphor: parenthesising Will’s strug-
gle with the ‘delayed gratification’ of Amhrán na 
bhFiann can be seen as a subtle gesture towards 
the still evolving constitutional positions in Ire-
land, in the context of whichever of our numer-
ous crises you may care to place it.
Kevin Burns is an artist and writer based 
in Derry.

Brian O’Brien, Hazardous Materials, 2018, film still; courtesy of MART.

Rioghnach Ni Ghrioghair, Claire McCabe, Break Us, 2019, film still; courtesy of MART. Ian Power, The Tattoo, 2017, film still; courtesy of MART.
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‘Revenant Images’, Online Screening Programme
aemi (Artists’ & Experimental Moving Image) 
October 2020 – Present (ongoing)

THE TERM ‘HAUNTOLOGY’ originates from 
Jacques Derrida’s Specters of Marx (1994), 
though in the last decade it has found currency 
in contemporary art and music criticism, due to 
its usage by the late Mark Fisher. Prefixing the 
word haunt to the philosophical term ontology 
(the metaphysical study of being), the concept 
denotes the presence of a ghostly apparition 
that infuses itself into the fabric of contem-
porary reality. Attaching itself to cultural arte-
facts, this spectre manifests as the failed desires 
of forgotten futures; it conjures artistic forms 
that dissolve the positivistic perception of a 
linear chronology, in favour of atemporal loops 
that disrupt past, present and future in fictive 
constructions. History always lurches forward 

through narrative myths and imagined fram-
ing devices, venerating certain attributes whilst 
leaving others to rot in the process of disinte-
gration. Reanimating the forgotten remnants 
of cinematic genealogy is one of the principal 
concerns of the films brought together for ‘Rev-
enant Images’, an online screening programme 
curated by artist Patrick Hough, which is cur-
rently streaming on the aemi experimental film 
and artist moving image platform.

Although differing quite significantly 
in form, content and approach, each of the 
five moving image works are unified in their 
attempts to unearth discarded elements of filmic 
history. Anna Fraceschini’s DOPOSOLE (2013), 
which opens the series, is a short and silent piece 

shot on Super 8. Gesturing towards abstrac-
tion, the film initially presents an austere and 
sombre mood, as red fabric flutters peacefully 
in front of the camera, obfuscating our view of 
the sun. As it builds toward the terminus, the 
flickering accelerates, revealing fragments of the 
background scene – for a nanosecond a pier is 
briefly visible – whilst simultaneously disrupting 
representation itself through the action of the 
frenetic movement. Oscillating between stillness 
and motion, DOPOSOLE probes ideas of visu-
al artifacts and post-processing technologies, as 
the dancing cloth is presented as both primary 
subject, as well as that which occludes meaning. 

In comparison to this formal abstraction, 
John Skoog’s Shadowland (2014) explores more 
heavily the concept of representation – but rep-
resentation which is itself a fiction. Captured 
in California, the film presents a collection of 
haunting and romanticised scenes of diverse 
biomes, that have been used in Hollywood for 
fictionalised locales as varied as Gotham City, 
Switzerland, Mars, Japan, and the Garden of 
Eden. The sheer multiplicity of topography 
destabilises the perception of both place and 
time, as these ‘real fictions’ disintegrate into the 
realm of pure aesthetic imagination. The tension 
between the real and artificial is mirrored in the 
soundscape, consisting of ominous synthesised 
drones that bleed from one scene into the next, 
occasionally punctured by a crescendo of choral 
voices.

Contrasting the forgoing of cinematic story-

telling in the previous, Christian Turner’s Vesu-
vius at Home (2018) and Clemens von Wede-
meyer’s The Cast: Procession (2013) employ more 
traditional narrative forms in their interrogation 
of forgotten histories. Turner’s work, perhaps 
the most compelling on display here, inter-
twines murky shots of the Californian desert, 
high-fidelity footage of the artist on location in 
Pompeii, and a home movie recounting a school 
re-enactment of the tale of the ashen, fallen 
Roman city. Overflowing with traces of both 
visual and sonic artifacting, lo-fi effects transi-
tion jarringly between guaranteer-of-authen-
ticity and the parodic. The effluent of cinematic 
apparatus – these glitching effects of crackling, 
grain, and warbles – are hijacked to lend a sense 
of credibility to the historical reimaginings. 
Von Wedemeyer’s The Cast: Procession concerns 
itself with another element of the oft-disregard-
ed aspects of the cinematic system. This time 
focused on human subjects, rather than tech-
nical residues, the film is a recreation of events 
that occurred in Cinecittà Studios during the 
shooting of the epic Ben Hur, where thousands 
of extras protested the studio due to the lack of 
promised work. Shot in enchanting high defini-
tion, the atmosphere is that of a contemporary 
period piece (aping the style of 1950s Italy), 
with the dreamy illusion only subtly shattered 
towards the climax, in an enthralling reverse 
shot that reveals a man filming on an iPad.

As the curator of the programme, Hough’s 
contribution, And If In A Thousand Years (2017), 
appears, suitably, the most ostensibly concen-
trated in its analysis of cinematic history as a 
speculative construction that runs parallel to 
reality. Confronting the viewer as mythos, the 
film follows the journey of an artificial Sphinx, 
used as a prop in Cecil B DeMille’s The Ten 
Commandments, that was buried in the dessert 
following production, only to be unearthed 
and worshipped decades later by Hollywood 
scavengers-cum-archaeologists. Accompanying 
the creature on its pilgrimage of rediscovery 
is a phantasmal monologue that is equal parts 
grandiose and mischievous. Effortlessly prowl-
ing through a town that is presented in partial 
abandonment, the Sphinx eventually arrives at 
a museum, wherein it encounters an exhibition 
of its own self, signalling the artifice of its being 
and the simultaneous reverence of this fiction-
alised assemblage. At this point, the film disin-
tegrates into an eldritch swamp of digitality, as 
the real-life footage putrefies as CGI lidar scans 
– a computational technique typically used in 
archaeology to re-construct artefacts as visual 
three-dimensional models, but here redeployed 
in the manifestation of a speculative digitalised 
dreamscape. 

The ghostly double, the non-origin of the cul-
turally fabricated real, is central to the concept 
of hauntology. The works in ‘Revenant Images’ 
herald the afterlives of a discarded filmic ances-
try by crystallising representation on moments 
of history that no longer are, but which persist 
still as virtual spectres. Historical representation 
here is nothing more than fiction, but a fiction 
that hauntingly pierces the real.

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.

Patrick Hough, And If In A Thousand Years, 22 minutes 14 seconds, Single channel HD video, Ireland/U.K., 2017, courtesy of the artist and Jerwood / FVU Awards 2017

Clemens von Wedemeyer, The Cast: Procession, 15 min, HDVideo, Italy 2013, courtesy Galerie Wolff, Paris, KOW, Berlin 
(c) VG BildKunst, Bonn 

Clemens von Wedemeyer, The Cast: Procession, 15 min, HDVideo, Italy 2013, courtesy Galerie Wolff, Paris, KOW, Berlin (c) VG BildKunst, Bonn 
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‘We Interrupt This Apocalypse’
Isolation TV, Online Screening
10 December 2020 – 10 January 2021 

IN 1980 THE British government launched the 
now infamous Protect and Survive campaign, 
intended to inform citizens how to safeguard 
themselves in the event of a nuclear attack. In 
addition to an instructional pamphlet, a series 
of TV bulletins were produced, intended for 
transmission when the government believed 
that a nuclear attack was imminent. The broad-
casting of excerpts of these bulletins incited a 
combination of widespread fear and grim fas-
cination amongst the public. Atomic paranoia 
and dread permeated into much of the culture 
that emerged from that era. While some art-
ists captured the atmosphere directly, others 
used humour or escapist aesthetics as a way to 
process the magnitude of the situation. This is 
neatly exemplified in the case of Frankie Goes to 
Hollywood’s anthemic song, Two Tribes (1984), 
which features spoken work contributions by the 
same actor whose voice was used in the Protect 
and Serve TV info-films.

We are still at a relatively early phase in the 
global crisis created by the COVID-19 pandem-
ic and it will take years before the full extent of 
its impacts can be recognised. In the short-term, 
the most visible repercussions are those felt most 
tangibly, such as the widespread tendency for 
art to be adapted for online consumption. An 
unavoidable psychological impact has been that 
the way we view the world has been dramatically 
altered and as a result, works of art made even 
in the distant past can assume new, unexpected 
resonances. This was something that repeatedly 

came to mind, when viewing ‘We Interrupt This 
Apocalypse’ – an online screening programme, 
curated by Isolation TV’s Vaari Claffey and 
aemi. 

Take for example the excerpts of footage 
from Chris Burden’s 1971 performance, entitled 
220, in which he and three other artists perched 
atop wooden ladders submerged in electrified 
water. This piece typifies Burden’s penchant for 
devising physically risky – and potentially fatal 
– situations, which have accrued legendary sta-
tus and are now known only via documentation. 
The symbolism of 220 resonates in unanticipat-
ed ways with the present moment in which an 
atmosphere of dread prevails, created by a source 
of ambient danger that is paradoxically invisible 
to the naked eye.

‘We Interrupt This Apocalypse’ was con-
ceived to explore ideas of protest, labour, perfor-
mance, physiology, representation and audience. 
In addressing these concepts, the programme 
was essentially a rumination on the nature of 
human life under advanced capitalism. This was 
particularly explicit in the case of Mika Rotten-
berg’s visually compelling piece, Dough (2005-6), 
which depicts an assembly line of women pro-
cessing a viscous ‘cable’ of dough through a series 
of compartments in a claustrophobic, jerry-built 
factory. In equating industrial and bodily pro-
cesses, this work felt germane to the present 
moment in which there is so much focus upon 
the role of the individual in relation to great-
er society, coupled with new understandings of 

how we are reliant upon systems of production 
and distribution that are inherently unstable.

In Oisín Byrne’s Bouncer (2020), we see sev-
eral rows of chairs cordoned off with strips of 
tape in the manner that has become so famil-
iar over the past year. Plumes of dry ice fog and 
flashing lights surround the chairs, creating a 
dramatic mise-en-scène with ominous under-
tones. Byrne’s piece draws attention to the fact 
that the crisis (or more accurately, the responses 
to it) has inadvertently led to the emergence of 
new aesthetics and design solutions, many con-
ceived as contingencies to prevent contagion. By 
focusing upon that highly emblematic process of 
taping off chairs, which still seems so alien, this 
work provides an opportunity to reflect upon 
and process some of the ways this traumatic sit-
uation has changed our lives. This is perhaps a 
demonstration of the old truism that artists help 
us make sense of the world.  

The screening programme was punctuated by 
excerpts of two films by Jesse Jones: The Spec-
tre and the Sphere (2008) and The Other North 
(2013). These ‘interruptions’ constituted an 
attempt to actively modify the format of this 
programme, so that it amounted to more than 
just a simple collation of videos. This aspect of 
the programme also illustrated its conception 
specifically for the format in which it was viewed 
– namely the computer screen – with the lose 
suggestion that what we were watching was per-
haps akin to some kind of emergency TV broad-
cast. This consideration of how the programme 

would be presented and viewed distinguished it 
from many other initiatives, conceived for the 
digital domain in response to the COVID-19 
crisis.

The original meaning of the term ‘apocalypse’ 
derives from the Greek word for ‘unveiling’ or 
‘disclosure’. In early Jewish and Christian lit-
erature, an apocalypse denotes God revealing 
things that have previously been hidden. So, 
while today this term is predominantly used to 
refer to end of world scenarios, it still contains 
within the connotation of new knowledge and 
the potential for illumination. The crisis precipi-
tated by COVID-19 has certainly brought about 
a great many revelations, exacerbating pre-exist-
ing problems and exposing the fragile state of a 
society racked by a constellation of weaknesses. 
‘We Interrupt This Apocalypse’ looked indirectly 
at some of these symptoms of pandemia and the 
related cultural patterns that are beginning to 
emerge. Ultimately, this screening programme 
succeeded in revealing many things about the 
dystopian age in which we now live, holding up 
a mirror to our existential anxieties and trans-
mitting images of a speculative future that is 
gradually coming into focus. 

Pádraic E. Moore is a writer, curator and 
art historian.
padraicmoore.com

Frank Wasser, Frank/Francis Wasser on Adrian Searle on Gerhard Richter, 2012, image courtesy of the artistOisín Byrne, BOUNCER, 2020, HD Video, image courtesy of the artist.

Olga Chernysheva, Marmot, 1999, video still; Courtesy the artist and Foxy Production, New York. Copyright the artist.Jesse Jones, The Other North, dual screen installation, 2013, Production image by Jin Hee Kim, courtesy of the artist
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Sasha Litvintseva, Every Rupture
Douglas Hyde Gallery
14 – 28 January 2021

“THERE’S SOMETHING ABOUT a mass-market 
Luxury Cruise that’s unbearably sad” explains 
the late David Foster Wallace during his week-
long sojourn onboard a cruise ship in A Sup-
posedly Fun thing I’ll never do Again1. Wallace 
espouses his internalised despair, floating in an 
endless ocean in a world of luxury. This helpless 
desolation is equally drawn out in Sasha Litvint-
seva’s Every Rupture (2020), a film that seam-
lessly shifts across boundaries of geography and 
time, in a bid to process the events of the present 
pandemic moment and its politics. Shown as the 
eighth iteration of the Douglas Hyde Gallery’s 
online screening series and beginning and end-
ing with a sigh – of acquiescence? Frustration? 
Despair? – the film is imbued with a weariness 
that lingers, aptly capturing the sense of a world 
at its wits’ end.  

Divided into three parts, the film begins 
with a composite of video clips taken onboard 
a cruise ship, set against the backdrop of the 
UK’s exit from the European Union. A literal 
manifestation of this political event unfolds on 
screen as the cruise liner departs an EU port 
for Britain on the day of the Brexit referendum. 
Text at the bottom of the screen soundlessly 
narrates Litvintseva’s inner musings in tandem 
with the sounds of the ship and its occupants. 
As we watch spume lapping against the ship 
through the expertly lacquered wooden railings 
on deck, Litvintseva laments: “the celebration 
as the ship set sail away from Europe for me 
became a microcosm of a country unmoored.” 
This segment could also be described as a visual 
illustration of Wallace’s essay, albeit embedded 
within a very different global climate. As the 
ship’s horn blows at the beginning of the film, I 
hear it through his words; as a “shattering, flatu-
lence-of-the-gods-like sound.”

In the second segment, the film takes us 
to an ancient forest in Lithuania, where a dis-
placed colony of aquatic birds called cormorants 
have unhabitually taken up residence. We hear 
an arsenal of squawking, cawing, croaking and 
shrieking, gradually increase to raucous levels 
amidst treetops, fallen trees and scattered nests. 
Litvintseva discloses the damaging ecological 
effects of this rogue occupancy – the acidity 
of their excrement kills the trees they live in. 
Gradually, the trees die and they re-nest, “expo-
nentially expanding decay in concentric circles.” 
With references to Brexit and Litvintseva’s own 
feelings of ‘heartbreak’ at that prospect still lin-
gering, it doesn’t take long to consciously make 
the link that the artist may be comparing a 

species unwittingly shitting on its own home 
with a nation that voted for Brexit. The dam-
aging effects of which are made manifest in this 
viscerally effective deployment of simile, while 
simultaneously juxtaposing political upheaval 
with ecological decline.

The final segment alludes to this historical 
moment – the pandemic – embedded within 
the setting of another. Amidst roman columns, 
perhaps a nod to the beginning of civilisation, 
we see sun-kissed tourists pose for photos, while 
children play. Grainy close-ups fill the screen of 
small hands mauling and climbing the remnants 
of another epoch in “a world where we touched 
things without fear.” As the film’s denouement 
reveals itself, the images become more fragmen-
tary, referring back to the ‘closed systems’ of 
the cruise ship, the cormorants self-destructive 
rehoming and the tourist destination of a dif-
ferent time and space. Litvintseva interweaves 
these global events and ecological concerns with 
a lyrical and personal description of her lamen-
tations as she mourns “the non-arrival of a new 
world.” A circuitous framework threads the film 
together with mirrored images like an inverted 
double-vision; Jacuzzi occupants appear right-

side-up below and upside-down above, columns 
morph into themselves, silhouetted cormo-
rant-filled trees float in the centre of the screen 
like black filigree. Litvintseva draws our atten-
tion to the ship’s water circulation, describing 
its cyclical re-use: “a taste of sewer water on my 
toothbrush, a testament to the impossibility of a 
closed system.”

Like Wallace’s despair aboard the luxu-
ry cruise liner, the film’s air of being helplessly 
lost in the empty immensity we find ourselves 
floating in, is palpable. Describing the irony of 
the cruise holiday, Wallace explains “a vacation 
is a respite from unpleasantness, and since con-
sciousness of death and decay are unpleasant, it 
may seem weird the ultimate American fanta-
sy vacation involves being plunked down in an 
enormous primordial stew of death and decay.” 
More meditative and reflective than Wallace’s 
neurotic insights, Litvintseva’s despondency is 
caused by external rather than internal forces. 
Yet, beginning and ending in sites of tourism and 
thusly sites of ecological demise, these nomadic 
tendencies are the lynchpin linking these porous 
circuitous spaces and geographies.

In the closing scenes, the artist invokes that 

these ‘ruptures’ of spaces between the present 
and the past demand a new way of living; “a dif-
ferent world calls for different images” but pres-
ently remain the same as the old. As a cormorant 
flies above the treetops to the soundtrack of an 
operatic Aria that eventually skips, getting stuck 
in an endless loop, we are left with a demoral-
ising rather than edifying image. Litvintseva 
unapologetically dives deep into the griev-
ous times we find ourselves in, mourning the 
destructive effects of our personal and political 
actions. However, this fatalistic approach can 
have the same destructive effect on our psyche as 
the events she is bemoaning, particularly at the 
time of its screening at DHG, when morale was 
low and doom-mongering high.

Gwen Burlington is a writer based between 
Wexford and London.

Notes:
¹David Foster Wallace, ‘Shipping Out: On the (Nearly 
Lethal) Comforts of a Luxury Cruise’, Harper’s Magazine, 
January 1996, pp 33-56; republished in Wallace, A Sup-
posedly Fun Thing I’ll Never Do Again: Essays and Argu-
ments, (New York: Little, Brown and Company, 1997).

Still from Sasha Litvintseva, Every Rupture, (2020), HD video, Duration: 13:00. Courtesy of the artist Douglas Hyde Gallery. 

Still from Sasha Litvintseva, Every Rupture, (2020), HD video, Duration: 13:00. Courtesy of the artist Douglas Hyde 
Gallery.

Still from Sasha Litvintseva, Every Rupture, (2020), HD video, Duration: 13:00. Courtesy of the artist Douglas Hyde 
Gallery.
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HOSTED BY VOID GALLERY FOR DERRY RADICAL BOOKFAIR
30 JANUARY 2021

ON A CHILLY and wet lockdown Saturday evening in January, it was great 
to book into the special screening of the Phil Collins film, Bring Down The 
Walls (2020), which promised a fascinating correlation on mass incarcera-
tion and dance music – underground house meets the American criminal 
justice system – from an artist with an incredible talent for navigating the 
difficult social, political and cultural situations of his chosen subjects. 

We have all had to get used to events migrating online during the pan-
demic, and screenings with a limited online presence are one way of rec-
reating the buzz of something you once left the house to do. It’s almost 
like going out. The video was hosted for only a few hours on the Void 
Gallery website and was presented as part of the Derry Radical Bookfair. 
There were no book stalls this year; instead, a series of online launches 
and discussions, which probably brought the fair to a wider virtual audi-
ence1. Derry has a proud radical left, a tradition of activism, workers’ rights, 
and social justice tangled within the politics of the Troubles, as explored 
recently in projects for EVA International by Sara Greavu, who also pro-
grammed this screening2. 

The buzz of this event and film are important. It is not so much a 
documentary about mass incarceration but rather it documents a partic-
ipatory public art project that took place in 2018. Commissioned by that 
behemoth of socially engaged practice, Creative Time, it involved over 100 
collaborators during the month of May and was held in a decommissioned 
fire station that became a “school by day and nightclub by night”3. The 
school part explained the vast reading lists that accompanied the socials 
for this screening4. These lists relate to the original project, which had a 
curriculum but also many other scheduled events and activities, grounding 
the film in a wide array of contemporary scholarship around mass incar-
ceration in the US, but also providing legal services, walking tours, meals, 
critical resistance sessions and so much more. 

This helps eliminate any confusion there may be that the topic is being 

Phil Collins
Bring Down The Walls

Phil Collins, Bring Down The Walls, 2020, Colour, sound; 88 min., Courtesy Shady Lane Productions, photo: Mel D. Cole
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treated lightly by connecting to dance music and club life. What 
was fascinating was the interconnection, not just the way music 
brought life to the grim reality of incarceration but how there is 
a “chronological overlap between the advent of the prison indus-
trial complex around that time and the emergence of a new dance 
music coming out of Chicago, Detroit and New York, from the 
very same disenfranchised communities targeted by regressive 
policies like the war on drugs and three-strikes laws”, as Collins 
told Taylor Dafoe of ArtNet5.

The film itself alternates between various sessions in the school 
and previous discussions with prisoners at Sing Sing Correc-
tional Facility – a maximum-security prison located in Ossining, 
New York – which are intercut with dance and music sections. 
To maintain a film flow, none of the participants or speakers are 
named until the closing credits. This is often frustrating, as we 
only see fragments of the conversations and events that occurred. 
Like most socially engaged participatory projects, there was so 
much going on that it was impossible to capture. However, the 
musical interludes offered more than just respite from some really 
harrowing personal stories. A number of classic tracks were re-re-
corded for a special album with musicians and vocalists, who have 
themselves previously been incarcerated. Proceeds from this feed 
back into support organisations and offer a real legacy for the 
project6.

The music also gave a different historical context for more 
recent ventures into the mass incarceration issue in pop music and 
popular culture. House music came long before Black Lives Mat-
ter had found its anthem with Kendrick Lamar’s Alright in 20157 
and he was already building on earlier work by NWA and Public 
Enemy from decades previous with biting lyrics and outrageous 
visuals. Other more mainstream entertainers have also brought 
the topic to a wider public. 

2020 saw the release of another documentary about the US 
prison system inequalities. With Kim Kardashian West ‘rebrand-
ed’ as an activist via The Justice Project, her film also used per-
sonal testimonies to provide backbone. And while the project did 
achieve some real results, they are now blighted by a change in 

President and a raft of unrealised pardons that instead favoured 
white collar criminals. Kim was always going to be the main sub-
ject anyway – it was all about her journey, her narrative, her rehab 
from vacuous selfie-star8. Collins, by contrast, only appears fleet-
ingly in his film, dancing in the background for a few seconds, 
never as the central character, certainly a provocateur and some 
kind of an auteur. He never attempts to be a saviour, but instead 
creates multiple discursive and useful spaces that the film tries to 
document.

If it seems like I have avoided detailing the content of Bring 
Down The Walls, I am. There is a lot of information about the proj-
ect, if you follow the links below. In my other life online as webi-
nar attendee, over the past few weeks, I have come across more 
and more brilliant work on mass incarceration, the reinvention 
of abolition, and some incredible grassroots projects archiving 
the horrific spectre of the social destruction caused by the Prison 
Industrial Complex9. If anything, the film opened my eyes and 
ears to some of this work. 

I’d love to end with some uplifting lyrics from the house tracks 
in the film, but they offer so much more than mere transcription 
here. The chaotic ballroom vogueing section presented the best 
counter to cultural appropriation that a project like this can too 
easily fall on. The sweaty, ultra-camp, sloganeering competition 
gave a kind of raw realness that is only mimicked in television’s 
Drag Race or Pose10, giving the documentary a sense of reality, 
despite being such a heavily scheduled construct – so busy and 
yet never enough. 

Alan Phelan is an artist who lives and works in Dublin.
alanphelan.com

Notes:
¹Follow the links at the end of each event (derryradicalbookfair.wordpress.
com) to view the video recordings of the talks hosted on Facebook.
²The online platform, Little Did They Know (eva.ie/littledidtheyknow), devel-
oped for the guest programme in late 2020, was curated by Merve Eleven 
and included several interviews by Sara Greavu working with Ciara Philips, 
Jim ‘Hawks’ Collins, Margo Harkin, and Mitchel McLaughlin about many ini-
tiatives and projects in Derry from the mid-1980s to the early 1990s. It’s not 
for you we did it maps various networks of relationships that were formed by 
individuals and groups that shared common concerns of self-representation 
and resistance. 
³The Bring Down the Walls project pages on creativetime.org document the 
extensive schedules week by week of the school and nightclub, but also the 
other supports offered, like the temporary Legal Action Center and informa-
tion about other collaborating organisations, such as The Fortune Society – a 
New York City-based non-profit organisation that provides essential support 
to the formerly incarcerated.
⁴The event page for the Bring Down the Walls screening (derryvoid.com) had 
specific reading lists from curators and the filmmakers. There are over 50 
books and articles recommended. 
⁵Taylor Dafoe, ‘What Links House Music with Mass Incarceration? Creative 
Time’s New Spring Project Investigates’, 2 March 2018, news.artnet.com
⁶On bringdownthewalls.bandcamp.com you can listen to the re-recorded 
House classics and buy the album on a variety of formats for the listed price 
or a price of your choice.
⁷Andrew Limbong, ‘Both Party and Protest, ‘Alright’ Is The Sound Of Black 
Life’s Duality’, 26 August 2019, npr.org 
⁸Daniel D’Addario, ‘‘Kim Kardashian West: The Justice Project’: TV Review’, 3 
April 2020, variety.com
⁹Million Dollar Hoods is a university-based, community-driven, mixed-meth-
ods research project that deploys not only data mapping, but also rapid-re-
sponse reports, oral histories, archives, and policy/movement work to doc-
ument and map how much mass incarceration has extracted from largely 
Black, Latinx, Indigenous, and working-class communities since the 1970s. 
milliondollarhoods. pre.ss.ucla.edu
¹⁰Alternates can be easily found on social media (eg instagram.com/qwerrk-
out) 

Phil Collins, Bring Down The Walls, 2020, Colour, sound; 88 min., Courtesy Shady Lane Productions, photo: Mel D. Cole



Visual Artists' News Sheet | March – April 2021

26 Artist Publishing

Bloomers Magazine
Independent Publishing House 

BLOOMERS MAGAZINE WAS established 
in February 2018, in the wake of the Repeal 
campaign, when crowds of our peers united in 
protest of the Eighth Amendment, a law that 
allowed the state to govern the bodies of people 
with uteruses. The first issue of Bloomers fea-
tured several illustrators, many of whom were 
describing political imagery pertaining to this 
campaign. Zines are traditionally self-published 
or handmade publications, made by persons 
who are marginalised by society (due to their 
political beliefs or any other facet of their iden-
tity) in an effort to reclaim their narrative from 
mainstream media that excludes or miscommu-
nicates their story. The underlying motive that 
drives each issue of Bloomers is the reclamation 
of media and, on a deeper level, language and 
meaning-making.

Each issue is a benchmark in our develop-
ment as an organisation that can create a pos-
itive impact for the emerging creative commu-
nity and wider society through independent 
publishing and events. Our second issue, The 
Living Mountain, documented artists who are 
investigating the physical landscape. We gath-
ered in The Guesthouse Project in Cork to hold 
our first launch event – an evening of readings, 
discussions, screenings and performance. Our 
follow-up issue, Shape Histories, invited contrib-
utors to rewrite the history of a chosen shape; 
we paired the outcomes with artworks by ear-
ly-career artists who were producing geometric 
paintings and prints. Many of the writers for 
this issue were invited to contribute after partic-
ipating in the RHA Young Writers Programme, 
where established writers such as Sue Rainsford 
delivered writing workshops on speculative fic-
tion.

For our fourth issue, Out of Body, editor 
Kim Crowley collaborated with designer Diane 
Dear to produce a curated collection of visual 
art and texts exploring architectural space. The 
launch was held in Crawford Art Gallery, with 
talks and screenings from featured artists Róisín 
McGannon and Elaine Howley. Kim and Diane 
worked together again on Issue 05, Where We 
Once Lived, When Myths Collided; the title was 
taken from the poem, Love, by the late Eavan 
Boland. This issue featured artists who were in 
some way exploring, subverting or placing new 
perspectives on mythological themes, figures 
and experiences. Issue 05 was launched on You-
Tube in May 2020, during the first COVID-19 
lockdown.

Issue 06, entitled Hypertext, contains a curat-

ed selection of works that demonstrate how art-
ists are utilising new technologies. The impact 
of the pandemic has emphasised our biological 
and technological interconnectivity, with Hyper-
text illustrating a contemporary cyborgian con-
dition. The Cyborg Manifesto, written by Donna 
Haraway in 1985, presents a model of cyborg 
identity that springs from postmodern concepts 
of the self as mutable and contingent. The pro-
duction of Hypertext was highly collaborative. 
We curated a zine library for the exhibition 
‘Common or Garden’ in Catalyst Arts, Belfast, 
curated by Leah Corbett. The winner of our 
annual Bloomers Graduate Writers Award, Lily 
O’Shea, wrote about this exhibition, examining 
collective action through the lens of cyborgian 
theory. Additionally, we were lucky to embark 
on a mini residency at The Guesthouse Project, 
which offered space to conceptualise the issue. 
We were also awarded a helpful sponsorship 
from CIT Cork (now MTU) to cover the cost 
of printing.

When some think about the union with new 
technologies, particularly ones that supersede 
us, their fears are not that the human body will 
change, but that the structures that exist within 
society will remain the same. Using new tech-
nologies and tools, such as social media, to inter-
rogate these structures is part of Bloomers’ mis-
sion. With a succinctly feminist ethos, Bloomers 
strives to nurture the community of independent 
publishing, knowledge-sharing and storytelling 
by highlighting the perspectives of early-career 
artists.

Issue 07 (Winter 2021) will bring together 
contributions from Cork Zine Archive, NIVAL 
and Rebel Reads, as well as Kate O’Shea (Durty 
Books) and curator Leah Corbett (Catalyst 
Arts) to highlight how subcultures in Ireland 
are using independent publishing to reclaim 
media and create an environment of informa-
tion-sharing and collective action. As we con-
tinue to evolve into a hybrid publishing house 
and curatorial team, we share a vision of artistic 
and literary landscapes that are accessible and 
champion experimentation, encouraging new 
ways to investigate language, media and mean-
ing-making practices.

Bloomers is a multichannel arts organisa-
tion that is committed to the discussion of 
emerging artists based in Ireland, through 
collaborations, printed publications and 
online platforms.
bloomersart.com

Bloomers Magazines, among other independent publications in The Library Project Temple Bar; photograph by Julia 
Gelezova, courtesy Bloomers Magazine. 

Soft Fiction Projects 
Artist-run Initiative and Publishing Imprint  

IN 2018, WE both had just completed a two-year 
co-directorship at Catalyst Arts – a long-estab-
lished artist-run organisation in Belfast – where 
we had co-produced a number of projects and 
exhibitions around artist moving image practic-
es. After Catalyst, we continued to collaborate 
with shared research interests and after recog-
nising a vacuum in the sector of moving image 
focused artist-publishing, we co-founded Soft 
Fiction Projects. Our research centres around 
the exploration of underrepresented voices, 
underpinned by intersectional feminist per-
spectives which seek to challenge and reframe 
hegemonic capitalist and patriarchal structures. 
Collaborating with others – artists, writers, con-
tributors – through a printed forum allows us 
to explore methods of non-hierarchical mak-
ing processes, collective authorship and femi-
nist methodologies. We often use workshops 
as a way to explore texts and ideas collectively 
through group discussion and making. 

The first project we produced was ‘Doris’, the 
first in a series of publications that investigates 
crossovers between artist moving image culture 
and literature. For this publication we invited 
seven artists – Rosa Barba, Aideen Doran, Jac-
queline Holt, Rosie O’Grady, Valentina Roselli, 
Anahita Razmi and Sofia Silva – to produce a 
visual response to the life and works of Doris 
Lessing. The publication was launched at Print-
ing Plant, an art book fair organised by Looi-
ersgracht 60 in Amsterdam, in conjunction with 
Amsterdam Art Weekend 2018, and ‘Doris’ was 
also part of Dublin Art Book Fair 2018. Sub-
sequently we presented the project in Belfast, 
as part of ‘SHOP’, which was the culmination 
of a short residency programme with PS2 in 
2019. On this occasion, we collaborated with 
artist Phillip McCrilly, who prepared a ‘pappa 
al pomodoro’ soup – a meal mentioned in one 
of Lessing’s short novels. At ‘SHOP’ we also 
projected the outcome of a series of workshops 
that we have been running in Amsterdam, CCA 
Derry~Londonderry and Belfast School of Art. 
These workshops explored writing around patri-
archal gaze in modern cinema, inviting the par-
ticipants to visually respond to Laura Mulvey’s 
1973 essay, ‘Visual Pleasure and Narrative Cin-
ema’ – specifically the section entitled ‘Destruc-
tion of Pleasure is a Radical Weapon’. 

In summer 2019, we had the opportunity to 
spend a month at Guest Projects in London, 
where we developed a project called ‘Making 
Space’, which explored the history of feminism, 

housing and urban change. Collaborating with 
researcher Christine Wall and individuals who 
were part of a community of women-only squat-
ting houses in 1970s Hackney neighbourhood, 
the project engaged with the personal and his-
torical importance of the community in provid-
ing an opportunity for women to live autono-
mously, connected to wider feminist politics in 
London, and to take control over their immedi-
ate built environment. 

Our most recent project, titled ‘Unusually 
or Infrequently Indecent or Obscene’, was pro-
duced for TULCA Festival of Visual Art 2020, 
‘The Law is a White Dog’, curated by Sarah 
Browne. ‘Unusually or Infrequently Indecent or 
Obscene’ explores feminist activism and histori-
cal censorship of sexual expression on the island 
of Ireland. The project engages with a range of 
printed materials that were banned in the time 
period between 1967-1977 and explores the rel-
evance and resonance of this history with young 
people today. A primary focus is on the prohi-
bition of the distribution and sale of the iconic 
UK-based second wave feminist magazine, Spare 
Rib, and direct actions taken by members of 
Irishwomen United and Banshee (the journal of 
Irishwomen United) to challenge this. Through 
a series of workshops, we produced a collabo-
rative zine with Ruby Ní Dhubhslaine, Sophia 
Doherty, Queef May, Ailbhe Moore and Molly 
Terrins – young people aged 16+ involved with 
shOUT! and CAPE youth projects in Galway. 
The zine has been presented as a digital edition 
for the TULCA website and as a limited edi-
tion folded leporello print. A limited number of 
copies are available to order on our website. We 
are currently working on projects in collabora-
tion with Catalyst Arts and PS2, which will be 
presented later this year.

Soft Fiction Projects is an artist-run ini-
tiative and publishing imprint, founded in 
2018 by Alessia Cargnelli and Emily McFar-
land. Based in Northern Ireland, Soft Fic-
tion Projects is dedicated to producing 
digital and printed matter on film and artist 
moving image culture. The printed project 
acts as a forum for presenting new collab-
orations, artworks, research and writing 
from invited artists and contributors. 

softfictionprojects.com 

Soft Fiction Projects, research materials presented in Guest Projects as part of Making Space, London 2019; image 
courtesy Soft Fiction Projects.
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Numbered Editions 
Experimental Imprint for Artist’s Writing

FIGURE-GROUND PERCEPTION IS the cog-
nitive mechanism through which we apprehend 
our surroundings, isolating the figure – the words 
on the page, the features of a face, the lines on a 
map – from the background. It is how we orient 
ourselves, how we communicate, how we medi-
ate and make order out of the torrential flux of 
sensory information around us, the well of what 
William James called ‘pure experience’. It is also 
one of the key principles of modern cartographic 
design. 

This concept – with its connections to map-
making, orientation and cognition – was a key 
co-ordinate for a new publication, figure | ground, 
published in December 2020, featuring work by 
artists and writers from around the world1. This 
is the first in a series of Numbered Editions, an 
experimental imprint for artists’ writing, which 
we recently co-founded, building on our long-
standing collaborative editorial practice and 
shared interest in experimental publishing.

The publication and the imprint have their 
origins in a 12-day residency we curated at Cow 
House Studios in 2017, in collaboration with the 
centre’s director, Frank Abruzzese. The residen-
cy’s title – ‘The Map is Not the Territory’ – was 
borrowed from the work of a Polish-American 
scholar of general semantics, Alfred Korzybski. 
His famous dictum points to an ontological gap 
between lived experience and the mapped or 
otherwise abstracted models of reality through 
which we make sense of the world. Using this 
conceptual foundation, the residency explored 
the geography of Cow House, unpacking ideas 
of abstraction, translation, cartography and oth-
er fictions. 

The night before the residency started, Hur-
ricane Ophelia had left a trail of destruction 
along the south-west of Ireland, toppling trees 
and powerlines. When we arrived, the electricity 
at Cow House had cut out completely. That first 
night, there was no hot water, heating or light; 
no way to use the studios in the large, converted 
cow shed that gives the centre its name. It felt 
jumbled, calamitous but also strangely energised, 
to be thinking about maps in this atmosphere of 
expediency and repair, in the wake of an envi-
ronmental emergency. 

Through a series of interactions with facil-
itators and guests – including Christodoulos 
Makris, Sarah Pierce, Barry Dalby, Francis Hal-
sall, Paul Ferguson and Conor McGarrigle – the 
artists developed a set of processes and proposi-
tions in relation to cartography, (dis)orientation, 

non-Western mapping, walking-as-research, the 
psychogeography of the rural. These proposi-
tions led to the work gathered in figure | ground, 
a rich set of visual and textual reflections on 
mapping and place.

The residency model is an unusual basis for 
a publication, but it turned out to be generative, 
allowing a sense of interconnection to inform 
the contributions and feed into the work of our 
designer, Clare Bell, who devised a format mod-
elled on a 1970 issue of Archigram – a British 
architectural magazine, stapled along the cover’s 
right edge, that could reflect some of the exper-
imental, performative, playful quality of the art-
ists’ processes.

As an editorial and design team, we are inter-
ested in the legacies of radical publishing experi-
ments like Archigram. We are excited by forms of 
writing and publishing that can destabilise the 
fixed status of the ‘book’, extending it instead 
along participatory, collaborative, processual 
lines. The same interests led us to conceive of the 
publication as the first in this ongoing series of 
Numbered Editions, an imprint for which we 
devised the following principles: 
1. Numbered Editions is an imprint for art-

ists’ writing – an occasional experimental 
platform that publishes and hosts various 
kinds of writing by artists across forms. 

2. Numbered Editions is particularly interest-
ed in points of intersection – where distinc-
tions between art forms blur. 

3. Numbered Editions operates on the prin-
ciple of serialisation but is not a periodical.  

This year, we have been awarded an Arts 
Council Literature Project Award to assemble 
a second Numbered Edition, using a work-
shop-based editorial process. We also plan to 
publish monographs in future: book-length 
works by artists who write. In short, we hope 
to continue the experiment, exploring models 
and creating occasions for artists’ writing, across 
forms.

Numbered Editions is coedited by Nathan 
O’Donnell and Marysia Wieckiewicz-Car-
roll.

Notes:
1Contributors: Jennifer Brant, Marianne Hoffmeister 
Castro, Serena Lee, Eoghan McIntyre, Julia Mejnert-
sen, Wendy Peza, Sheilah (Wilson) ReStack and Abigail 
Taubman.

figure | ground, (Numbered Editions, 2021) ; photograph by Bryan Meade, courtesy Numbered Editions.

Stereo Editions
Publishing Collective

STEREO EDITIONS IS a lovechild of Juliette 
Liautaud and Helena Gouveia Monteiro. From 
a timid initial encounter at the atelier édition of 
the fine art school in Nice, where a shared lust 
for paper stacks and cotton stitching bound us 
together, a resolution was made – to carry for-
ward a way of conceiving and producing that 
preserved the physical appeal of handmade pag-
es and gave some purpose to an uneasy decade of 
compulsive reading and inconstant scribbling on 
margins to keep dog-ears at large.

We began with Oreste because it was an ode 
to rocks and minerals, an anagram of Stereo 
that spoke of what remained ingrained after 
tragedy. OOO followed, introducing vegetable 
textures, skin, and body to a somewhat sterile 
first attempt at a photobook. Then there were 
others. A proximity with experimental film 
brought along Alberte Pagán, then Emmanuelle 
Nègre. Juliette’s music pieces and an anthology 
of sound works released as FLUX 1 opened the 
ground for sonic forms. 

Light, a poem by ruth weiss in bilingual edi-
tion (English-French), inaugurated our textual 
work. Sadly, ruth is no longer among us and 
we remember fondly the process of publishing 
Light/Lumière through a series of letters posted 
back and forth between Albion, California and 
Marseille that culminated in a final translation 
and a double booklet shape, contained in a cya-
notype cover, speckled with light traces.

After a few years, Stereo Editions was becom-
ing a small intuitive network of artists, writers, 
and filmmakers from France, Ireland, Portugal, 
Spain, Czech Republic, Lithuania, Mexico, US, 
Japan and onwards. Collaborations with arts 
organisations and independent bookshops were 
crucial in driving these projects forward and 
making them visible.

With no particular editorial line, theme, 
or direction, Stereo’s metamorphic elasticity 
can be applied onto radically different forms. 
From the book-object, some publications grew 
towards sculpture. In Stanislava Karbušická’s 
~H avā, sculptural forms are rendered on the 
page through textures and transparencies while 
Quentin Dupuy’s Dessous uses a three-dimen-
sional object – a mock-up rock – to enclose the 
printed edition.

The cosmos pushed its way in and we con-
densed Vica Pacheco’s maps of the stars in the 
telescopic fold-out edition, Yahui, and Eglė 

Vismantė’s ambiguous chalk drawings on black 
board in two double-sided posters for Capicua. 
Laura McMorrow brought a generous enthusi-
asm filtered into collective workshops with the 
Gallery of Photography Ireland and a beau-
tiful book of collages that doubles as a picture 
frame. The publication of Opium for Ovid by 
Yoko Tawada is ongoing, one chapter at a time, 
times 22, is as many as 1100 handmade books 
with eclectic materials and varying shapes. The 
Book-object is a central concept and for each 
work there is a form to be found, articulated 
with the text, and bound together in an autono-
mous existence.

During lockdown we tried our hand at a col-
lective online edition, with interactive images 
and a double soundtrack. Pulling together graph-
ic elements in an audio-visual environment with 
a sonic background punctuated by interactions 
that adapt to the page and play on the merging 
of print and digital media, this experiment was 
of great interest to us as a new form of publi-
cation to explore. With a row of book fairs and 
events cancelled through the pandemic, we have 
similarly considered other forms of presentation 
and hope to further develop these ideas while 
working together in both Dublin and Marseille 
over the next year. We look forward to welcom-
ing Kate Fahey to the collective with a new 
publication of her visual and textual works and 
to the much-awaited release of Alberte Pagán’s 
interviews with experimental filmmakers, car-
ried out during the annual S8 festival in Galicia.

Five years onward the commitment is still 
strong. So is the unease and the necessity to give 
time and space to forms that would otherwise 
not exist. No, we do not publish emerging or 
women artists exclusively, nor do we restrict all 
production to printing and binding by hand. We 
work hard to support projects we esteem worthy 
of and lacking attention, while finding alterna-
tive modes of production and distribution. Ste-
reo Editions works in what it fails to convince, 
running at its own pace and allowing for collec-
tive effort without the pressure of efficiency.

Stereo Editions is a publishing collective 
founded by Helena Gouveia Monteiro and 
Juliette Liautaud to support the creation 
of challenging edited forms in a mutually 
supportive environment.
stereoeditions.com

ruth weiss, Light/Lumière, 2017, bilingual edition; Image courtesy Stereo Editions.
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CHRISTOPHER STEENSON OUTLINES SOME KEY 
CONSIDERATIONS WHEN SELF-PUBLISHING.

Kimberly Goes, A Soundscape of Notes and the s paces between, 2020; image courtesy the artist.

THE DEVELOPMENT OF any book generally goes through a number of 
key stages, from content creation, to copyediting, design and layout, fol-
lowed by proofing and, finally, printing. At each stage of the process, there 
are a range of considerations. Being mindful that every artist’s book will 
have its own idiosyncratic motivations, this article provides a general over-
view of key stages involved in the self-publishing process, whilst offering 
examples and pointers along the way. 

PLANNING & CONTENT
The decision to self-release an artist’s publication should have a clear set of 
aims from the outset. Why do you want to make a publication (and why 
now)? What is your budget and how much will be allocated to the differ-
ent stages of production? Will you sell the book simply to cover costs, or 
do you need to make a profit? These practical questions should be carefully 
considered, as they impact each stage of the book-making process. 

Publications are often used by artists as a concluding point to a long-
term body of work. This is particularly common amongst photographers, 
where the ‘photobook’ collates and sequences images associated with a 
particular series. Irish artists who have self-published photobooks to great 
effect include Paul Gaffney, whose publication, Stray (2016), was meticu-
lously edited, designed and printed in an edition of 50. Other publications 
are created as companions to projects or exhibitions, sitting in dialogue 
with other aspects of the artist’s work. Publications like these might pres-
ent texts and/or imagery that expand upon the artist’s research or project 
themes. One example is Laura Fitzgerald’s Inch Conglomerate (2019) – a 
fictional broadsheet newspaper that accompanied her text-in-the-land-
scape-based artwork, Cosmic Granny. This publication was co-designed 
and edited by me and printed by the Newspaper Club. 

BUDGET CONSIDERATIONS 
Making a publication is not cheap, especially when self-publishing with-
out the support of funders (who can cover some, if not all, production 

Self-Publishing: 
An Incomplete Guide

Top: Laura Fitzgerald, The Inch Conglomerate, 2019; image courtesy the artist. Bottom: Paul Gaffney, Stray, 2016, 
handmade artist book; image courtesy the artist.
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costs). There are some potential funding routes available. For 
example, The Arts Council of Ireland’s Visual Arts Project 
Award caters to publications that have a “clearly defined 
readership-and-distribution strategy” and artists have used 
this award in the past to produce publications as part of a 
larger project (1). Other funding options might include Arts 
Office funding from your local authority (but each will differ, 
in terms of awards offered and their guidelines). 

Budgetary considerations at the planning and conception 
phases will revolve around the type of publication you intend 
to create. Your budget should cover the costs of content (e.g. 
commissioning texts and photographic documentation), as 
well as copy editing, proofing, design and printing. Of course, 
you should also budget for your own time somehow, although 
the pay-off for this may not come until well after the book is 
printed and you begin to make a profit from sales. 

The fee for catalogue texts can vary considerably, depend-
ing on the writer’s career stage, but on average you can expect 
to pay upwards of €500 for a 1500-word essay. The standard 
rate for hiring a copy editor or proof-reader runs at between 
€25-40 per hour, depending on the complexity of the work – 
for example, if the job requires extensive fact-checking and so 
forth (2). An experienced proof-reader will be able to work 
through around 1,800 words per hour, assuming the copy is 
straightforward and does not require extensive editing. Costs 
for designing and printing will be outlined below. 

DESIGN & MATERIALITY
The publication’s materiality – from its printed dimensions 
and paper weight, to layout and typography – will affect the 
visual impression and the ideas conveyed to the reader. And 
one of the brilliant things about making a publication is that 
it can become an artwork in and of itself. Working with a 
professional designer, with experience in making printed 
publications, can help your choices in this regard. Of course, 
designers can add significantly to overheads – costing any-
where between €400 to €1,500 and beyond, depending on the 
scope of the publication. If you have a clear idea of what you 
want, you may wish to do the design work yourself. Adobe 
InDesign is the industry standard program for desktop pub-
lishing. It can be rented on a monthly basis (€58 per month). 
Plenty of free video tutorials exist online that can help you 
get familiar with the program. 

But not every publication needs to a finely crafted object. 
The down-and-dirty aesthetics of the DIY artist’s zine can 
be equally effective as a printed artefact. With a lineage 
grounded in political leafleting and the punk movement, 
zines occupy a space that actively rallies against high pro-
duction value artist catalogues, which are generally produced 
at great expense by the dominant hierarchies of the gallery 
and museum system (and sold at occasionally eye-water-
ing prices). Zines are made cheaply through photocopying 
and similar mass-copying methods, calling upon a cottage 
industry approach to publication-making. Their rudimentary 
nature of production (in contrast to the use of commercial 
design and printing methods) often becomes their aesthetic 
strength, allowing for experimentation with stapled inserts, 
hand-drawn elements and so on. 

PRINTING & BINDING
If you want to create a publication in a more convention-
al book format, you’ll probably want to work with a print-
er. When undertaking the considered project of an artist’s 
publication, working with a local company can be of benefit, 
especially when the form of the publication may be slightly 
unconventional, compared to the standard jobs that passes 
through a commercial printer on a weekly basis. If you are 
working with a designer, they may also recommend printers 
that they work with and trust.

The costs associated with printing are determined by sev-
eral factors, including your page count, paper choice, number 
of copies and the binding method used. It’s worth noting that 
printing methods change, based on quantity. Digital printing 
is the most economical solution for short print runs of usu-
ally around 350-500 copies. This method uses toners, similar 
to the printers used in offices or home printers. It’s a more 
limited method, in terms of colour and paper options, but is 
highly economical, especially for self-publishing artists who 
can only afford a short print run. The fully digital workflow 
of digital printing also means that changes can be made to 
proofs easily by modifying the print files. 

If you’re looking to print over 500 copies, lithographic 
printing becomes more affordable. Lithographic prints are 
made using wet ink and printing plates made from alumini-
um – it’s the creation of these plates that makes ‘litho’ print-
ing so much more expensive. The advantages are a greater 
range and consistency in colours, as well as greater range of 
papers that can be used. A clear disadvantage is the cost. If a 
mistake is found during proofing of the prints, the alumini-
um plates used have to be recreated to correct the error. 

Another method similar to standard digital methods 
is risograph printing. Risograph printing sits somewhere 
between stencilling and screen-printing and can be particu-
larly effective at rendering candy-hued layers of block colour. 
An example of a recent artist’s book that beautifully uses 
risograph printing is Kimberly Goes’ A Soundscape of Notes 
and the s paces between (2020), which was printed by Dub-
lin-based Or Studios.

As well as affecting printing costs, the page count of your 
publication will also determine how you bind your printed 
matter. For short publications (commonly between 4 and 64 
pages), saddle stitching is the most affordable option, involv-
ing the use of staples to bind the pages together. Perfect 
binding – used most typically for paperback books – involves 
gluing pages together onto a flat spine. Then there’s hardback 
binding. More ornate binding methods include the Singer 
and Japanese stab binding. Dublin-based photobook design-
ers, Read That Image, have produced two illustrated guides, 
detailing these methods, for readers interested in taking a 
DIY approach to book making (see readthatimage.org). 

As there are numerous factors that contribute to the 
cost of printing (including the printer you use), it’s difficult 
to outline figures. 350 copies of an A5 book with 52 pages, 
printed using a litho press might cost around €1,500 euros; 
whereas a digitally printed book of 100 copies with same 
page numbers and dimensions might cost around €600. With 
regards to printers in Ireland that cater to artist publications, 
Plus Print has been a reliable printer for many. Generally 
speaking, they appear to be receptive to working with artists 
and creating publications that use less conventional methods. 
Unlike many printers, they are also willing to do short print 
runs, which can be challenging to find locally. However, it’s 
definitely worth shopping around for the most competitive 
quote.  

DISTRIBUTION & SELLING
You have a book – hooray. But now you’re sitting in your 

studio, surrounded by boxes of the damn things – boo! It’s 
time to flog them. In Ireland, there are a few dedicated places 
you can try to sell your publication. Most will charge a com-
mission for selling – with the standard rate of 50%, which 
can add a significant margin to your publication’s retail price. 

The Library Project, based in Temple Bar, stocks a wide 
variety of Irish and international artist’s publications, sell-
ing both in store and online. For photographers, Gallery of 
Photography Ireland also has a shop that sells books by local 
artists. The Dublin Art Book Fair takes place in Temple Bar 
Gallery + Studios every November, offering a hive of activity 
surrounding arts-based publishing practices.

However, it’s also worth remembering that we live in a 
globalised economy, which means you don’t need to stick to 
Ireland to sell your publication. One of the most well-known 
art book shops in the world is Printed Matter Inc., based in 
New York City’s Chelsea art district. They have an ongoing 
open submission process for selling books through their store 
(printedmatter.org). There are also several art book fairs that 
take place internationally, which are worth researching. Some 
fairs are geared towards publishers and galleries, as opposed 
individual artists, so you will need to find out how each oper-
ates on a fair-by-fair basis. Some fairs will also run compe-
titions, where artist publications are assessed by a jury for a 
prize of some kind. Receiving one of these book prizes can be 
a great addition to an artist’s CV. 

To avoid the potentially crippling addition of commission 
fees, another option is to sell your publication through your 
own website or social media platforms. This cuts out the mid-
dleman, so to speak, whilst also allowing you to directly mon-
itor and engage with the people who buy your publication, 
which can be useful for knowing who is interested in your 
work, getting feedback and building new connections. And, 
of course, you can always sell your publication when exhibit-
ing in galleries (whenever that happens again). 

Christopher Steenson is an artist and writer current-
ly based in Inch, County Kerry. 
christophersteenson.com

Notes 
1The Arts Council of Ireland for funding options (artscouncil.ie)
2The Association of Freelance Editors, Proofreaders and Indexers of Ire-
land (AFEPI Ireland) for recommended rates (afepi-ireland.com)

• The First 47 (thefirst47.com) 
• Atelier Projects (atelier.ie)
• Read That Image (readthatimage.org)
• Peter Maybury (petermaybury.com)
• Design HQ – Oonagh Young (oonaghyoung.com)
• Pure Designs (puredesigns.ie)
• Or Studios (orstudio.ie)
• Niall McCormack (hitone.ie) 
• Daly & Lyon, London (daly-lyon.co.uk)
• Pony Ltd. (ponybox.co.uk)

Examples of 
Designers Who Work with Irish 
Artists

• Impress Printing Works (impress.ie)
• Plus Print (plusprint.ie)
• Or Studios (orstudio.ie)
• McGowan Print (mcgowansprint.com)
• GPS Colour, Belfast (gpscolour.co.uk)
• MM Artbook printing & repro, Luxembourg 

(mmartbookprinting.eu)

Examples of 
Printers Who Work with Irish 
Artists
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SEAN LYNCH SPEAKS TO JOHN CARSON ABOUT HIS NEW 
PUBLICATION, PRODUCED BY ACA PUBLIC.

John Carson: what not – selected artworks and ephemera 1975-96, published by ACA Public; image courtesy Daly & Lyon and the artist. 

THE LATEST IN a series of publications produced by Askeaton-based 
imprint, ACA PUBLIC, John Carson: what not – selected artworks and 
ephemera 1975-96, investigates the activities of the Pittsburgh-based 
Northern Irish artist during his college years in Belfast, as well as his life 
and work in Los Angeles, London and elsewhere. The outcome of an 
extensive archiving project which began in 2019, the publication features an 
in-depth essay by critic, Chris Fite-Wassilak, and extensive documentation 
of Carson’s early and mid-career. His enthusiastic endeavours to make a 
socially orientated art – one encompassing strains of conceptual art, the 
immersive role of popular culture, and a form of storytelling peppered 
with insightful wit and humour – is seen throughout. Here, the artist 
and publication co-editor, Sean Lynch, reflect on the book’s making and 
release. 

John Carson: Why did you select the particular artworks and specific time 
period in the publication, what not?
Sean Lynch: 1975 starts with pages from the student magazine of Bel-
fast School of Art, made during your degree studies there, featuring your 
encounters with the conceptual art collective, Art & Language, the history 
of wheelbarrows, and Joseph Beuys. By 1996, you are making performance 
art inside a hospital in London. Between, there is printed material, doc-
umentation of artworks and incidental notes on projects you’ve made, as 
well as life lived in Belfast, Dublin and throughout the US, UK, Germany 
and Australia. 

It’s certainly far from a comprehensive survey of your work; it’s more 
episodic and probably more reflective of our own relationship. We’ve been 
working together for a decade now, making shows, talks and events and 
an earlier publication – all activities that led to 2019, when my co-edi-
tor, Michele Horrigan, fundraised and worked with artist/archivist Sinead 
Bligh to archive forty-plus years of your work. During that time, we invited 

Artworks 
& Ephemera  
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John Carson: what not – selected artworks and ephemera 1975-96, published by ACA 
Public; image courtesy Daly & Lyon and the artist. 

Artist Publishing

Chris Fite-Wassilak to travel to Pittsburgh to write an essay. 
From there, we assembled a selection of artworks and archive 
material that reflected many of the themes Chris identified.

Some highlights were uncovering your 1987 performance, 
Off Pat, at Goldsmiths College on an old VHS – its tran-
scription appears over twenty pages in what not – and discov-
ering more about mail art culture of the early 80s and how it 
formed communities, something that ultimately led to your 
postgraduate studies in CalArts in 1981 with teaching staff 
such as Michael Asher and John Baldessari. From an edito-
rial viewpoint, the publication pauses for reflection in 1996. 
There are major projects on the horizon for you around that 
time, such as Evening Echoes (a survey of newspaper sellers on 
streets in Ireland and the UK, realised with Conor Kelly) and 
Citywatch (considering the roll out of CCTV in Birming-
ham). Both of these projects signify a particular trajectory in 
your artist work around the neoliberal public realm – a topic 
that might warrant other forms of exploration. 

JC: What do you mean by the neoliberal public realm? 
SL: Evening Echoes is effectively the capturing of the last 
shouts of news distribution of the 20th century before the 
rise of digitisation. Your Citywatch project foresees a shift 
in urban space at the turn of the millennium, when councils 
called the places they were responsible for ‘public’, yet in 
reality these places are not the same for everyone; that notion 
was disappearing to accommodate city centres as overtly 
commercial. The implications of these situations, manifesting 
nowadays as fake news and market-led corporatisation, are 
what those artworks began to critique. It would be good to 
have more time to explore this with you. 

JC: The period of time covered in what not was crucial to 
me in several ways. I spent two years from 1970 to 1972 
attempting to study architecture at Nottingham University 
in England, because I thought I wanted to do architecture 
as a way of combining art and design creativity with 
social concern. I also wanted to escape from the escalating 
sectarian violence in Northern Ireland at the time. I found 

my architectural education constrictive, and I realised that I 
was not cut out to be a designer. I worked on building sites 
in London and lived in a house in Stockwell, filled with an 
indeterminate fluctuating number of Irishmen. All the while, 
I was plotting my return to Northern Ireland. Nottingham 
and London were not my reality. Belfast was my reality gauge, 
my touchstone, and art was my first love, before my dalliance 
with architecture.

Getting to art college was a liberating experience for me. 
I had a Carrickfergus friend, Big Jimmy Orr, who was at the 
art college in Belfast. Jim was making ephemeral sculptures 
on the beach, to be washed away by the tide. He was pour-
ing paint down the sea wall, making improvisational abstract 
patterns on the rocks. This was my awakening to the fact that 
‘anything’ could be art; that art did not have to involve the 
creation of a material object, but that art could be about ges-
ture or an experience. When I got to art school, I learned 
about the work of artists such as Robert Smithson and Rich-
ard Long, who were working in, on, and with the landscape, 
and not in a studio or gallery setting. At Belfast School of 
Art we had our own Philip Roycroft, whose projects involved 
surviving in a forbidding landscape, or living in wooden box 
in the corridor of the art college building for one week. Far 
away, in the USA, artists such as John Baldessari and Doug-
las Huebler were making conceptual works which involved 
burning one’s own paintings or setting out to photograph 
everyone in the world. The possibilities seemed limitless.

Paradoxically, the art college was trapped within the city 
of Belfast, which in the seventies experienced some of the 
worst years of The Troubles, with indiscriminate bombings 
and shootings, rioting and assassinations. This was the back-
drop against which we were being introduced to the esoteric 
aesthetics of modernism, minimalism and abstract expres-
sionism. As an artist, how could one reconcile these extremes, 
especially when conceptual art, political art, representational 
and figurative works were not necessarily welcomed as part of 
the curriculum? I tried to find my own ways of dealing with 
this dilemma and witnessed the emergence of a generation 
of young artists who challenged the prevalent art school can-

on, in order to produce meaningful work about the troubled 
times they were living through. For instance, the excoriating 
performances of Andre Stitt, the satirical narratives of John 
Kindness, and the insightful paintings of Rita Duffy. The 70s 
in Belfast were my formative years as an artist. Why are you 
so particularly interested in what was going on with the visual 
arts in Ireland during the 1970s and 80s?

SL: It’s about identifying terrain – who did what, what was 
possible at that time and place, and what forms of progress for 
art and society could be initiated. Finding these situations is 
one of the aims of the ACA PUBLIC imprint. For example, 
a concurrent 2021 release considers a series of paintings 
made by Deirdre O’Mahony while the Mullaghmore visitor 
centre controversy and protests were in full swing in The 
Burren during the 1990s. Michele, Niamh Moriarty and I 
are working somewhat on an ad-hoc basis on these strands of 
research, and what we are realising is that the most relevant 
touchpoints are about art discovering and inhabiting social 
contexts and influencing wider cultural tendencies in a 
myriad of ways. In your case, US west coast conceptualism, 
Irish post-punk and new genre public art were receptive 
environments for your work during that time. Now, coming 
out of COVID, it’s good to remember this perspective and 
that rampant isolationism needs to be overcome. It would be 
poignant to think about what not, and the generosity of your 
work, with this in mind. 

John Carson lives and works in Pittsburgh, as an artist 
and professor of art at Carnegie Mellon University. 
Sean Lynch is an artist and co-editor of ACA PUBLIC.

John Carson: what not – selected artworks and 
ephemera 1975-96 (144 pages) is available at a discount 
cost of €35 including postage in March and April 2021. 
askeatonarts.com

John Carson: what not – selected artworks and ephemera 1975-96, published by ACA 
Public; image courtesy Daly & Lyon and the artist. 

John Carson: what not – selected artworks and ephemera 1975-96, published by ACA Public; image courtesy Daly & Lyon and the artist. 
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JOANNE LAWS OUTLINES SEVERAL IRISH PHOTOGRAPHY 
EXHIBITIONS AND THEIR RESPECTIVE PUBLICATIONS. 

Tony O’Shea, Painted pony, Smithfield, Dublin, 1989; photograph © Tony O’Shea, courtesy Gallery of Photography Ireland.

THREE RECENT AND forthcoming exhibitions are showcasing significant 
collections of photography, which individually and collectively foreground 
the medium’s archival function in recording the shifting Irish cultural 
landscape over the last 50 years. These important bodies of photographic 
work variously document Dublin’s inner-city streets and the fading tradi-
tions of country life – from pilgrimages and processions, to holidays and 
dances – as well as landscapes ravaged by the conflict in Northern Ireland. 

All three exhibitions are accompanied by new publications, reproduc-
ing extensive bodies of photography as seamless sequences of imagery 
with their own narrative agency. Each book includes specially commis-
sioned essays, which help to anchor the photographs in their original time 
and context, while also chronicling their contemporary resonance and cir-
culation. 

Northern Light 
‘Northern Light’ ran at the Irish Museum of Modern Art (IMMA) 

from 1 December 2020 to 14 February 2021. This was the third in a 
series of exhibitions at IMMA, showcasing photographic works from 
the David Kronn Collection. Previous exhibitions were titled ‘Out of The 
Dark Room’ (20 July – 9 October 2011) and ‘Second Sight’ (2 August – 9 
November 2014). Dr Kronn is an Irish-born American paediatrician, with 
a specialisation in medical genetics, who has been amassing an exception-
al private collection of modern and contemporary photography over the 
past 25 years. The collection now comprises more than 1100 photographs 
and is a promised gift to IMMA. Annual bequests of works will continue 
until the entire collection is housed in the museum, while long-term plans 
include a purpose-built visitor centre.

‘Northern Light’ had a particular focus on photographic works doc-
umenting the conflict in Northern Ireland. As described by the curator, 
Seán Kissane: “As the United Kingdom prepares to leave the European 

Into the Light



Visual Artists' News Sheet | March – April 2021

33Artist Publishing

Union in 2021, it is an opportune time to reflect on the shared history of Ireland and the UK; 2021 
also marks the centenary of the partition of this island and the civil war that ensued.” A pertinent 
inclusion in this regard was Donovan Wylie’s photographic series, ‘Lighthouse’ (2017-18), which 
documented distant lighthouses from the opposing coastlines of Britain and Northern Ireland in 
the wake of Brexit votes in Westminster – prescient images in the context of recent calls to instate 
a border in the Irish Sea. Also presented was Wylie’s 2004 series, ‘The Maze’, which records the 
demolition of buildings at the Maze Prison and his 2007 series, ‘British Watchtowers’, which doc-
umented the surveillance towers that once existed along the border between Northern Ireland and 
the Republic.

Among the photographs in the collection which bore witness to the Troubles, violent protests 
and militarised landscapes are recurring motifs. However, given Dr Kronn’s professional specialism 
as a paediatrician, he wanted to trace the impact of the conflict on children. Renowned photojour-
nalists like Ian Berry, Chris Steele Perkins and Philip Jones Griffiths, showed children playing under 
the observation of armed soldiers or becoming involved in street shenanigans. Others, like Bruno 
Barbey and Don McCullin, documented scenes of escalating violence, with youths throwing stones 
and petrol bombs. When covering the Battle of the Bogside, Gilles Caron produced a now iconic 
colour photograph of a child wearing a gas mask and holding a Molotov cocktail. 

‘Northern Light’ was accompanied by a fully illustrated exhibition catalogue, published by 
IMMA, which was edited by Seán Kissane and includes introductory texts by Dr David Kronn 
and Christina Kennedy (Head of Collections at IMMA) as well as an excellent contextual essay by 
Pauline Vermare, Cultural Director at Magnum Photos, New York.

The Light of Day
A major retrospective of work by Irish photographer, Tony O’Shea, is being organised by the 

Gallery of Photography Ireland. The exhibition was originally scheduled to run from April to May 
2021, but has since been postponed until Autumn, due to COVID-19 public health restrictions. 
Spanning four decades of O’Shea’s work, from 1979 to 2019, ‘The Light of Day’ is accompanied by a 
new book of the same name, published by RRB Photobooks, featuring reproductions of 90 black and 
white photographs. The book is produced in an edition of 1000 – including 100 copies with a signed, 
limited edition silver-gelatin print – and features an introductory essay by Irish writer, Colm Tóibín, 
who first encountered O’Shea’s photographs as editor of In Dublin magazine in the late 1970s. In 
those days, Tóibín often set O’Shea assignments to capture everyday life in the city, including a 
particularly candid series, taken from the upper deck of Dublin buses. Tóibín also contributed to 
O’Shea’s first book, Dubliners (London: Macdonald Illustrated, 1990). 

O’Shea’s photographs collectively document a wide spectrum of Irish public life – from civil 
rights marches during the conflict in Northern Ireland, to scenes of turf-cutting, religious celebra-
tions and sporting events in rural County Kerry, where O’Shea was born in 1947 and lived for 20 
years. O’Shea’s ‘Border Roads’ series from the early-1990s documents several ‘Days of Action’, when 
border communities came together to clear ‘unapproved’ roads in rural areas that had been blocked 
by British security forces with large concrete slabs. These moments of reopening were marked with 
celebratory processions, which were recorded by O’Shea. ‘Border Roads’ also features in the David 
Kronn Collection and was exhibited as part of ‘Northern Light’.

However, O’Shea is probably best known for his photographs of north inner-city Dublin, which 
capture youths on the streets of Smithfield and housewives shopping in markets, as well as signif-
icant moments in social history, including a divorce referendum protest in the mid-1980s outside 
Dublin’s GPO. As described by Tóibín: “In these hard-hitting, eloquent pictures he has captured the 
many complexities of a country undergoing profound change”.

Martin Parr: 40 Years of Photography in Ireland
Also chronicling the dramatically shifting Irish cultural landscape over four decades, a forth-

coming touring exhibition will showcase the extensive archive of acclaimed British documentary 
photographer, Martin Parr, who first visited Ireland in 1979 and lived in County Roscommon from 
1980-82. The exhibition, titled ‘Martin Parr: 40 Years of Photography in Ireland’, opens first at 
Limerick City Gallery of Art in late February and coincides with a new book, From the Pope to a Flat 
White: Ireland 1979-2019, published by Damiani.

While I find the front cover slightly jarring and the title unnecessarily reductive, Fintan O’Toole’s 
intellectually robust introductory essay, ‘The Lure of Pleasure’, offers narrative accompaniment to 
the scores of fascinating photographs reproduced within. The photographs appear in a seamless 
chronological sequence, commencing with documentation of pilgrims attending Pope John Paul II’s 
visit to Ireland in 1979, and concluding with contemporary shots of global tech hubs and hipster 
coffee shops, located around the gentrified Dublin Docklands. The book not only gives an indication 
of the imagery we can expect to encounter in the forthcoming exhibitions, but also a sense of the 
themes that might underpin their presentation.

A range of images document gatherings in rural communities in the early-1980s – from religious 
observances, cattle fairs and horse races, to dances in rural ballrooms. Shot in black and white, they 
have a natural archival appeal, which seems to firmly situate them in the distant past. However, as 
described by O’Toole: “Parr’s shift from black and white to colour in the mid-1980s exaggerates and 
dramatises a shift that was of course more gradual and complex”. I find these colour photographs 
particularly seductive, perhaps due to nostalgic associations with family albums, which habitually 
archived special occasions, summer holidays and trips to the seaside. Parr’s images show things that 
no longer exist, like Ballymun tower blocks (since demolished) or the Butlins holiday camp (now a 
Direct Provision Centre). They articulate the recording of social history for posterity, something that 
is absent from his contemporary images (self-consciously punctuated with of-the-moment fashion 
and signage) whose retrospective visual appeal will no doubt accrue over time. Parr’s exhibition will 
tour to the following venues (dates may be subject to change):

• Limerick City Gallery of Art (25 February – 2 May 2021)
• Gallery of Photography Ireland (26 June – 5 September 2021) 
• Roscommon Arts Centre (16 September – 5 November 2021) 
• McMullen Museum of Art, Boston (28 January – 28 May 2022)
• Belfast Exposed, Northern Ireland ( July – September 2022) 

Tony O’Shea, Day of Action to reopen a border road closed by British security forces near Kiltyclogher, County Leitrim 
1993; photograph © Tony O’Shea, courtesy Gallery of Photography Ireland.

Martin Parr, O’Connell Bridge, Dublin, 1981; photograph © Martin Parr / Magnum Photos, courtesy LCGA and the 
Martin Parr Foundation. 

Chris Steele-Perkins, Belfast, Falls Road. Boy with stone during disturbance, 1978; photograph © Chris Steele-Perkins, 
courtesy IMMA and the David Kronn Collection. 
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SUSAN CAMPBELL TRACES THE EVOLUTION OF THE GOLDEN 
FLEECE AWARD, CELEBRATING ITS TWENTIETH YEAR IN 2021, 
WITH A SUBSTANTIALLY INCREASED PRIZE FUND.

Lillias Mitchell and her grand-niece, Lucie Campos Mitchell, in a woven dress made by Lillias. Photograph courtesy 
the Golden Fleece Award.

THE ANNUAL GOLDEN Fleece Award is a prestigious independent prize 
operating since 2002 through a charitable bequest left by weaver, paint-
er, sculptor and teacher, Helen Lillias Mitchell (1915-2000). The award 
resources visual artists, designers and makers, from or resident on the 
island of Ireland, to innovate and develop their work at a critical point in 
their career. 

Initially geared towards craftspeople and those who work figuratively in 
the visual arts, the criteria were expanded beyond these limits in 2018. The 
competition is now open to artists working across all forms of the visual 
and applied arts and crafts, culminating in one or more major awards and, 
where deemed appropriate, additional prizes. While the size of the fund 
varies from year to year, it generally totals around €20,000, distributed by 
its board of trustees on the basis of input by an advisory panel.

To mark the award’s twentieth year – and to acknowledge the chal-
lenging backdrop arising from the global pandemic – the decision was 
taken to increase the 2021 prize fund to €50,000, comprising five awards 
of €10,000. Thanks to a recent additional bequest by the estate of engineer 
and artist, Seán Mulcahy, a further award of €10,000 has since been added, 
resulting in six prizes and a total fund of €60,000. This amplifies the trust-
ees’ fulfilment of Lillias Mitchell’s wish “to give artists a ‘boost’ in times of 
particular need”. 

The winners will be drawn from a recently announced shortlist that, 
once again, represents practitioners from a range of disciplines. These 
are Aideen Barry, Bassam Al-Sabah, Fiona Byrne, Izzy O’Reilly, Jenni-
fer Hickey, Laura Fitzgerald, Lorna Donlon, Maria McKinney, Sinead 
O’Dwyer and Tamsin Snow. Online alternatives to the usual in-per-
son award ceremony, held in late March, are under review, and will be 
announced on the website (goldenfleeceaward.com).

The legacy enshrined in the Lillias Mitchell trust fund reflects a life 

A Golden Opportunity

Jennifer Trouton, The Ties that Bind, 2013, oil on linen; image courtesy the artist and Golden Fleece Award. 
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spent highly engaged in the fields of art and craft, as well as 
a comment made by a friend of hers that “everything she did 
was of lasting value”1. Born in Dublin and displaying early 
artistic talent, Mitchell was instructed in painting by Eliza-
beth Corbet Yeats2. From age eleven she was taught by Lilian 
Davidson, and then by Dermod O’Brien at the RHA school. 
She took sculpture courses at the National College of Art 
and, from 1937, spent a year in Switzerland studying sculp-
ture and modelling in clay. In 1940, she won second place in 
the RDS Taylor Art Award for a piece entitled St. Patrick 
Struggling in his Soul for Peace.

From that year, and throughout her life, Mitchell was an 
exhibiting member of the Watercolour Society. In a fortu-
itous twist, having moved to North Wales in 1943 to give 
instruction in clay modelling, she found herself teaching 
weaving under the direction of Ella McLeod, a renowned 
figure in the field. Upon returning to Dublin in 1946, she and 
her friend, Morfudd Roberts, established a weaving work-
shop in Lower Mount Street, which they called the Golden 
Fleece. Hand-lettered text from an emblem Mitchell devel-
oped for the initiative has been incorporated into the recently 
redesigned Golden Fleece Award logo. 

In 1951, Lillias Mitchell was supported by the Minister 

for Education, Richard Mulcahy (father of recent award 
benefactor, Seán Mulcahy) to open a weaving department 
at the National College of Art, where she taught until her 
retirement. She attended a summer craft school in Sweden to 
purchase looms and study spinning and weaving techniques, 
travelling also throughout Donegal, Connemara and Kerry to 
research the methods of traditional spinners, dyers and weav-
ers. Favouring natural fibres and dyes, Mitchell disseminated 
her accumulated knowledge through a number of published 
books. In 1975, she founded the Irish Guild of Weavers, 
Spinners and Dyers, which continues to promote these crafts 
through regular workshops and demonstrations. 

Maintaining a lifelong involvement with the Royal Dub-
lin Society, especially its arts and crafts programmes, Mitchell 
founded an eponymous award in 1987, which for many years 
formed part of the textiles category of its National Crafts 
Competition (now the RDS Craft Awards). In recognition 
of her wide-ranging contributions to the arts, she was made 
an Honorary Life Member of the Society in 1993 and an 
Honorary Member of the RHA in 1995.

Amassing a rollcall of over one hundred shortlisted appli-
cants and winners over its first twenty years, the Golden 
Fleece Award has provided many timely supports to creative 

practices. In the spirit of Lillias Mitchell’s legacy, they form 
a diverse group that includes visual artists, weavers, jewellers, 
ceramicists and woodworkers, all of whom continue to be 
promoted across its platforms. 

The most recent Special Award winner, Kathy Tynan, was 
also shortlisted for the Zurich Portrait Prize, while Ailbhe 
Ní Bhriain, the 2020 Main Award winner, was a runner-up 
to represent Ireland at the 2022 Venice Biennale. Other past 
recipients include the inaugural awardee, textile artist Hel-
en McAllister (2002), known for her intricately embroidered 
shoe forms, mixed-media artist Suzannah Vaughan (2004), 
painter Clive Bright (2005), and furniture designer and mak-
er Stevan Hartung (2009). 

After the first decade of its operation, during which a 
single prize was awarded each year, the categories of Com-
mendation, Merit and Special Award were introduced. 
Among the first to receive a Merit were visual artist Sean 
Lynch (2012) and jewellery designer Eily O’Connell (2013), 
while early Commendations went to sculptor Rachel Joynt 
and visual artist Bridget O’Gorman (both 2015). The inaugu-
ral Special Award winner was multidisciplinary artist Fiona 
Mulholland (2017). 

Applications are accepted online from August to Novem-
ber each year and assessed by a panel of experts drawn from 
relevant fields, each serving for three years. The 2021 pan-
el comprised: Angela O’Kelly, chair, jeweller and Head of 
Design for Body and Environment at NCAD; Declan Long, 
art critic and co-director of MA Art in the Contemporary 
World at NCAD; Catherine Marshall, art historian, curator 
and editor; Ann Mulrooney, a creative industries leader; and 
Audrey Whitty, Head of Collections and Learning at the 
National Museum of Ireland.

Susan Campbell is an independent visual arts writer 
and researcher.

Notes:
¹Nancy Larchet, quoted in ‘Weaving the Past Alive’, The Irish Times, 17 
November 2001.
²Elizabeth Corbet Yeats (1868-1940), also known as Lolly, was co-found-
er of the Dun Emer Industries arts and crafts co-operative for women 
(est.1902). She was sister to Susan (Lily) Yeats, William and Jack Butler 
Yeats.

Lillias Mitchell, Motley, at Dublin Painters’ Gallery, St. Stephen’s Green, 
1936; photograph courtesy Golden Fleece Award.

Marcel Vidal, Lily, 2017, oil on linen; image courtesy the artist and Golden 
Fleece Award.

Ursula Burke, Porcelain Bust, 2017, black porcelain; image courtesy the 
artist and Golden Fleece Award. 

Ailbhe Ní Bhriain, Untitled (the sublime and the good), 2019, pigment print on hand-coated cotton; image courtesy the artist 
and Golden Fleece Award. 
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JENNIFER REDMOND CONSIDERS VARIOUS ARTWORKS IN 
‘CAHOOTS’ – AN ARTIST-LED DIGITAL EXHIBITION.

Aideen Farrell, Untitled sculptural arrangement, 2020; image courtesy the artist and Sample-Studios.

THE PAST YEAR has been an exceptional one for artists. It has been dif-
ficult to make work and problematic to find ways and places to show it. 
Critical opinions as to the merits of creations are usually formed in the 
physical presence of artworks. Yet here we are, at the mercy of online view-
ing tools, trying to make judgements on compositions in spaces that are 
notional.

‘Cahoots: The Space Between’ (18 December 2020 – 28 February 2021) 
was a collaboration between A4 Sounds (Dublin) Sample Studios (Cork) 
and Engage Art Studios (Galway). The curator, Nicola Anthony1, used the 
online platform artsteps.com to show the artworks. Selected through an 
open call, the exhibiting artists were Paul Malone, Brigid Mulligan, Noelle 
Gallagher, Aoife Claffey, Kim-Ling Morris, Seiko Hayase, Kathryn Kel-
ly, Aideen Farrell, Alisha Doody, Megan Scott and Vivienne Molloy. The 
digital exhibition was supported by Cork City Council and by Galway 
2020 European Capital of Culture and was bolstered by a series of video 
interviews with the artists, which were released weekly until the end of 
February on TACTIC Sample-Studios’ YouTube channel. 

In her curatorial statement, Nicola Anthony claims that as a result of 
COVID-19, the boundaries of our personal realms have shifted – we now 
inhabit more ambiguous spaces. The artworks in this digital exhibition 
were chosen because they explore a ‘transitional period’. They contain 
messages and traces of histories embedded within objects and spaces, 
explorations of aphasia2, anxiety, loss and death. They are markers of place 
and time, of language barriers and of otherness. The collected works invite 
viewers to see the world from an intangible and permeable place.

Guided by these thoughts, I open the link to the artsteps website, where 

The Space Between
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the exhibition is installed. Using an iPad, I do the tutorial – 
there are interactive and chat buttons, but sadly no sound. 
I follow the tour and a set of blue footprints brings me to 
Seiko Hayase’s work. These are delicate, blood-red plas-
ter heart sculptures, backlit and encased in concrete boxes. 
Hayase speaks of a trapped heart, trapped emotions, and 
wonders if others feel as she does; she begs empathy from 
her audience. The work conjures the heartache caused by the 
anxiety of living at an accelerated pace. What does a visual 
language of dismantling anxiety look like? This is Vivienne 
Molloy’s question, which she addresses by weaving tapestries 
from threads of social political and economic anxieties. The 
result is a surprisingly uplifting and colourful piece.

The next work is a large photograph of a chandelier made 
with motorcycle indicators by Brigid Mulligan in 2018. In 
the interview with Mulligan that accompanies this piece, 
the indicator lights gently flicker. They represent the mem-
ory of a physical presence. For Mulligan, they communicate 
an emotion that is too delicate for words. It is a compelling 
and striking piece, forged from grief and loss. The relation-
ship between loss, death and beauty and the psychic states of 
the transcendent, melancholic and unconscious, are further 
explored in a series of Giclee prints, produced by Kathryn 
Kelly – an artist who works with lens-based media to evoke 
powerful representations of trauma.

Kim-Ling Morris’s sculpture has a captivating title: My 
Full Mouth, My empty Heart. The work is about the dissat-
isfied and desiring nature of humanity. The principal struc-
ture is the painted, recycled frame of a large canvas, which is 

perched on salvaged desk legs, festooned with fringed baling 
twine. “My full mouth” is written in morse code on the top 
half and on the bottom part is written: “my empty heart”. The 
piece is photographed so that the shadows in the background 
do indeed inhabit the sculpture and suggest the liminal.

In room two, there is an oil painting on linen by Noelle 
Gallagher, entitled Alveoli Hippocastanum (2020). It is named 
for the acute lung injury that causes fatality in COVID-19 
infection. Gallagher features trees in her paintings because, 
for her, they signify: “...the lungs of the world,” gasping for 
breath, on a planet increasingly colonised by man. The paint-
ing is a night scene in an urban setting. The buildings are 
melting into the earth and the naked branches of a tree occu-
py the foreground.

Paul Malone’s Scorched Earth, a mixed media work on 
steel, incorporating sand and photography, and Blackrock 
Diving Tower are explorations of language as landscape, 
where the landscape becomes a form of language. The imag-
ery is abstract and the materials used are designed to corrode 
during their exposition. In his interview, Malone explains the 
process of amalgamating elements from his environs in his 
works as cues, to prompt a larger discussion around the deple-
tion of the natural world.

How to Live Here is an ongoing art project by Alisha Doo-
dy, which expresses the artist’s desire to return to her rural 
home as a queer woman. Doody examines identity through 
the distant and the familiar, and through relationships to the 
land. This work is a holographic video of a traditional knitter. 
Megan Scott exhibits a large print called Pathways, featur-

Seiko Hayase, Buried Heart, 2020; photograph by Jed Niezgoda, courtesy the artist and 
Sample-Studios. 

Kim-Ling Morris, My Full Mouth, My Empty Heart; photograph by Jed Niezgoda, courtesy the artist and 
Sample-Studios.

Noelle Gallagher, Alveoli Hippocastanum, 2020; image courtesy the artist and Sample-Studios.

ing what might be brain tissue; we are told that a participatory 
sound piece will be available from 12 January. This work deals 
with the artist’s experience with aphasia and themes of language 
and landscape. As with Doody’s work, the full import of these 
creations will be best appreciated by also listening to the record-
ed artist interviews. Overall, this is a well thought out exhibition. 
I applaud the collaboration and the efforts made to reach out to 
the viewer, and to provide an evocative experience, in the precar-
ious circumstances of pandemic.

Jennifer Redmond is an artist, writer and editor at mink.
run, an online moving magazine and artist collaborative 
organisation.

‘Cahoots: The Space Between’ ran online from 18 Decem-
ber 2020 to 28 February 2021. 
artsteps.com

Notes 
¹Nicola Anthony (b.1984) is a British artist, known for metal text sculp-
tures and burned paper drawings, which give glimpses into the effects of 
displacement, migration and intergenerational trauma. She focuses her 
research on untold narratives, collective memory and life stories.

²Aphasia is a condition that robs you of the ability to communicate. It can 
affect your ability to speak, write and understand language, both verbal and 
written.

Brigid Mulligan, Chandelier, 2018; image courtesy the artist and Sample-Studios.
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38 Opportunities GRANTS, AWARDS, 
OPEN CALLS, COMMISSIONS

To keep up-to-date with the 
latest opportunities, visit 
visualartists.ie/adverts

ResidenciesFunding / Awards / Commissions

Percent for Art Commission, Coláiste Chú 
Chulainn, Dundalk, Co. Louth
Coláiste Chú Chulainn is a co-educational, 
multidenominational learner–centred school. It 
is the aim of the school community to provide a 
comprehensive education in which every mem-
ber of Clann Choláiste Chú Chulainn is encour-
aged to learn, develop and attain excellence.

The School’s Public Art Working Group 
have made the decision to commission a Perma-
nent Artwork to be sited at the front of their 
school. A meaningful engagement process to 
involve some of their students is important to 
the school.

Budget: €54,000. This includes the costs of 
any materials, artist’s fees, design development, 
artists’ insurance, supply and installation, sig-
nage, travel, and any other costs incurred in the 
production of the project / artwork.

Various approaches and levels of engagement 
are welcomed as part of this Per Cent for Art 
project. Collaborative partnerships are also wel-
come, should artists wish to partner with anoth-
er artist for this project but a joint application 
would need to be submitted

Deadline
Friday, 2 April, 12 noon

Email
rinawhyte@yahoo.com

Tel
+353 87 238 9591

 

Submissions for Mysteries of Transition, 
Greece, ECoC 2023
In 2023 the city of Elevsis will host the title 
of the European Capital of Culture (ECoC), 
presenting a multifaceted programme entitled 
‘MYSTERIES of TRANSITION’. For the 
final configuration of its artistic programme, 
the Municipal Single Societe Anonyme of the 
Cultural Capital of Elevsis, 2023 ELEVSIS 
addresses an international open call to individu-
al artists, groups and organisations from Greece 
and abroad, for the submission of proposals for 
new projects/actions that will take place during 
2022 and 2023.

Elevsis is the fourth European Capital of 
Culture hosted in Greece. Drawing inspiration 
from the rich history of the city, 2023 ELEV-
SIS forms a comprehensive artistic, research 
and educational program, the MYSTERIES of 
TRANSITION, moving in four strategic areas: 
Culture, People, City and Environment. Accord-
ingly there are three distinct and interconnect-
ed central themes of the programme, People / 
Society, Environment and Labour, reflecting the 
unique features of the city and the contemporary 
challenges both Elevsis and Europe are facing.

Deadline
Wednesday, 31 March

Web
2023elevsis.eu

Email
artisticdirectorate@eleusis2021.eu 

 

FUTURES 2021, European Programme for 
Photographers with PhotoIreland
Since 2017, the aim of Futures is to pool the 
resources and talent programmes of leading 
photography institutions across Europe in order 
to increase the capacity, mobility and visibility of 
its selected artists.

To date, PhotoIreland has put forward 15 
artists for the platform and are now opening the 
call for five new artists to put forward in 2021.

The submission to this opportunity is open 
to all Irish and Ireland-based artists, including 
those Irish artists practicing abroad, working in 
photography at any level, who feel their practice 
is at a suitable stage to avail of this opportunity. 
They are looking for contemporary, lens-based 
artists, regardless of your CV or experience, but 
they want to see dedication and serious inten-
tion to your practice. They strongly recommend 
for each applicant to review the practice of the 
previous artists that have been invited to par-
ticipate in the platform to understand this call 
better.

Deadline
Sunday, 7 March

Web
photoireland.org

Email
julia@photoireland.org

 

A Radical Plot at IMMA, Dublin
IMMA welcomes applications from artists 

and cultural practitioners nationwide as to how 
the onsite studios can be an expanding base for 
research and engagements through sited activi-
ties and interventions in 2021.

This year IMMA is prioritising public pro-
cesses to activate the full scope of the Museum 
grounds in creative and meaningful ways. The 
residency will connect the Museum community, 
affiliated mentors and residents as a gathering of 
co-thinkers who will work together in adaptable, 
radical and dynamic ways to reignite the possi-
bilities for creative continuity and inclusivity in 
these unique and challenging times.

IMMA Provides: Studio access; €1,000 per 
month per diem; Professional support; Addi-
tional financial support; Onsite accommodation 
for non-Dublin-based artists; Residents will be 
supported to develop projects for IMMA com-
munities in diverse areas, including: Education, 
Community Engagement, Public Programmes, 
Teens, Family, Seniors and Access Programmes, 
as well as Digital Content.

Deadline
Wednesday, 10 March, 2pm

Web
imma.ie

Email
hello@imma.ie

 

‘Reflections’ Gallery Exhibition / Installa-
tion for Clonmel Junction Arts Festival
For the 20th anniversary festival Clonmel Junc-
tion Arts Festival (3 -11 July 2021) are work-
ing with project partners South Tipperary Arts 
Centre on a visual arts project entitled ‘Reflec-
tions’.

There are two separate briefs, both respond-
ing to the 2021 theme of Identity. Proposals will 
be assessed both from an artistic viewpoint and 
from evidence of feasibility and deliverability.

An information session on the background of 
the project and the commissioning strategy will 
be held via Zoom for interested artists on Tues-
day 2nd March, and will be available to view 
until the deadline on Monday, 22 March. 

For Gallery Exhibition / Installation, artists 
are invited to submit budget proposals up to a 
maximum of €3,000. Budgets are inclusive of 
all artist fees, material costs, travel and expenses 
not exceeding €3,000. Applicants are responsi-
ble for any costs in preparing proposals for the 
open call.

Deadline
Monday, 22 March

Web
junctionfestival.com

Email
info@southtippartscentre.ie

 

Arts Council Visual Arts Project Award
The deadline for the next round of the Arts 
Council’s Project Awards is 5.30pm Thursday, 
15 April 2021.

The window for making an application opens 
on Tuesday, 16 March, 2021.

The Arts Council will offer Project awards in 
the following:

• Visual Arts
• Dance
• Film
• Theatre
The Arts Council’s Project awards support 

specific project activities under each of the above 
artform/arts practice areas. The award guidelines 
for each award can be downloaded from the 
available funding section of the Arts Council’s 
website in early March.

The award is open to individuals and organ-
isations.

Applications will only be accepted through 
the Arts Council’s online services website and all 
supporting material must be submitted online. 
Applicants who have not previously used the 
online services site must register in advance of 
making an application.  

Deadline
Monday, 15 April, 5.30pm

Web
artscouncil.ie

Email
awards@artscouncil.ie

 

The LAB Gallery and FSAS Sculpture Award 
in partnership with Sculpture Dublin
As part of Sculpture Dublin, Dublin City 
Council is delighted to announce a developmen-
tal Sculpture Award open to artists resident in 
Ireland who use sculpture as a primary medium. 
The Award will provide a range of practical sup-
ports to an artist seeking to take creative risks 
within their practice, allowing them to further 
develop and refine their own sculptural language 
while pursuing new lines of enquiry.

This is a unique opportunity for the selected 
artist to realise a piece of sculpture with support 
from Fire Station Artists’ Studios (FSAS) and 
Dublin City Council Arts Office. The artist will 
be awarded: €12,000 for fees and materials for 
the production of new work; A two week resi-
dency at Fire Station Artists’ Studios workshop 
facility; A spotlight exhibition in the Cube at 
the LAB Gallery; Mentorship by an established 
artist; A commissioned written response to the 
work; Photographic documentation of the work 
installed at The LAB Gallery

Deadline
Friday, 26 March, 5pm

Web
sculpturedublin.ie

Email
sabina@sculpturedublin.ie

 

REAKTOR, Vienna, Austria
The REAKTOR’s cross-disciplinary programme 
features works that are imbued with the spirit of 
the times. The REAKTOR’s call for concepts is 
designed to seek out that very potential in the 
visual arts, hence the title Potenziale. Particular 
emphasis is to be placed on space-defining art 
for the REAKTOR’s architectural core, i.e. its 
main hall.

The chosen artists will be invited to flesh out 
and implement their submitted concept as part 
of a one-week residency in summer 2021 and 
then showcase it to the public as part of an exhi-
bition in the second half of October 2021.

The application is a single-stage process. A 
description, sketches, and an enclosed portfolio 
of earlier works are sufficient. The REAKTOR 
team will be on hand to assist with the finalisa-
tion and support the implementation. A budget 
of up to €3,500 is available for the exhibition 
production, together with practical assistance 
from the REAKTOR’s technical team.

Deadline
Monday, 31 May

Web
reaktor.art

Email
kontakt@reaktor.art

 



Lifelong
Learning
Spring 2021

Lifelong Learning Partners

Introducing: Belfast
Date/Time: Tuesday 16 March, 3pm 
Places: 70
Cost: FREE (VAI Members & Belfast-based 
Artists)
€5 (General Admission

How to Photograph Your Art Using a 
Mobile Phone
Date/Time: Wednesday 3 March, 11am – 12 
noon 
Places: 70
Cost: €5 (VAI Members);
 €10 (General Public); 
FREE (Kildare based artists)

Peer Critique Sessions (County Louth)
Date/Time: Date: 4 March & 11 March, 10am 
- 12 noon (on both days) 
Places: 8
Cost: FREE (Louth based artists only)

Digital Marketing for Artists
Date/Time: Date: Tuesday 23 March, 11am – 
12 noon 
Places: 70
Cost: €5 (VAI Members); 
€10 (General Public);
FREE (Louth based artists)

Working with Curators
Date/Time: Wednesday 14 April, 11am – 12 
noon 
Places: 70
Cost: €5 (VAI Members);
€10 (General Public); 
FREE (Kildare based artists) 

How to Photograph Your Art Using a 
Mobile Phone
Date/Time: Wednesday 3 March, 1pm - 
5pm 
Places: 8
Cost: FREE (Kildare based artists only)

VAI Helpdesk (with Shelly McDonnell)
Date/Time: Friday 12 March, 10am - 1pm 
Places: 6
Cost: FREE

VAI Helpdesk (with Rob Hilken)
Date/Time: Wednesday 24 March, 2pm - 
5pm 
Places: 6
Cost: FREE

Digital Marketing for Artists
Date/Time: Wednesday 24 March, 1pm - 
5pm 
Places: 8
Cost: FREE (Louth based artists only)

VAI Helpdesk (with Shelly McDonnell)
Date/Time: Friday 26 March, 2pm - 5pm 
Places: 6
Cost: FREE

Working with Curators
Date/Time: Wednesday 24 March, 1pm - 
5pm 
Places: 8
Cost: FREE (Louth based artists only)

Thursday 27 January
Date/Time: Wednesday 14 April, 1pm - 5pm 
Places: 8
Cost: FREE (Kildare based artists only)

Visual Artist Cafés

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 spring 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. 

Webinars / Talks 



Lismore Castle ArtsLismore Castle Arts

LISMORE CASTLE ARTS, 
LISMORE CASTLE, LISMORE, 
CO WATERFORD P51 F859, IRELAND
+353 (0)58 54061  WWW.LISMORECASTLEARTS.IE

28 MARCH - 28 MARCH - 
10 OCTOBER 202110 OCTOBER 2021

LIGHT LIGHT 
AND AND 
LANGUAGELANGUAGE
Nancy Holt with A.K. Burns, Nancy Holt with A.K. Burns, 
Matthew Day Jackson, Dennis McNulty,Matthew Day Jackson, Dennis McNulty,
Charlotte Moth and Katie Paterson. Charlotte Moth and Katie Paterson. 
Curated by Lisa Le FeuvreCurated by Lisa Le Feuvre

Nancy Holt, Concrete Poem (1968)Nancy Holt, Concrete Poem (1968)
Ink jet print on rag paper taken from original 126 format transparencyInk jet print on rag paper taken from original 126 format transparency
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© Holt/Smithson Foundation, Licensed by VAGA at Artists Rights Society (ARS), New York.© Holt/Smithson Foundation, Licensed by VAGA at Artists Rights Society (ARS), New York.


